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Sung in Latin 
Caterina Mancini, Oralia Dominguez, 
Giuseppe Berdini, Mario Petri 


with Chorus and Orchestra 
conducted by Renato Fasano ALP 1278-9 








MIR IR IR 


Brvrererererpr er ee er ur er erEceT 








Saas agg area rar ag gaara aa Gt ae eee Ga a ea ae ea a ae a aa 


I IT 











is 
ia 











DIETRICH 
FISCHER-DIESKAU 


AND 


GERALD MOORE 
A Schubert Lieder Recital 


Der Wanderer an den Mond; Uber Wildemann; 
Der Einsame; Auflésung; Der Kreuzzug; 
Totengrabers Heimweh; Nachtviolen; 
Friihlingssehnsucht (Schwanengesang No. 3); 
Geheimes; Rastlose Liebe; 
Liebesbotshaft (Schwanengesang No. 1); 
Im Abendroth; Abschied (Schwanengesang No. 7) 


ALP 1295 


Photo: Lotte Meitner-Graf 
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GLADYS SWARTHOUT aS, KIRSTEN FLAGSTAD 


and 


LAURITZ MELCHIOR 





| FAVOURITE 


OPERA CHORUSES 


| ROME OPERA HOUSE CHORUS | 
AND ORCHESTRA 
| conducted by GIUSEPPE MORELLI | 
Va pensiero sull’ ali dorate 
—*NABUCCO”’; O Signore, dal tetto 
| natio—‘] LOMBARDI”; il santo | 
nome di Dio—‘*‘LA FORZA DEL 
| DESTINO”; Noi siamo zingarelle; i 
Di Madride noi siam mattadori — 
both from “‘LA TRAVIATA”; Fuoco 
| "ai gicia!—“OTELLO”—Verdi; | 
Gira la cote; Perché tarda la luna?; 
| ° giovinetto! all from “TURANDOT” | 
yametae : — Puccini; E l\a bella di Brighella 
Gladys Swarthout —‘*LE MASCHERE”; Son Io! Son Io 
5 | la Vita! —‘7RIS ”’— Mascagni | 
ALP 1277 


“HIS MASTERS VOICE” 


Long Play 3341rpm. Records 
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Moura Lympany 


CHOPIN PRELUDES 


Op. 28, Nos. 1 to 24 
CLP 1051 


MENUHIN 


Solomon a vue 
es, PHILHARMONIA ORCHESTRA 

BEETHOVEN SONATAS $s con ducted by 

No. 23 in F Minor (“‘Appassionata ”’) JOHN PRITCHARD 

No. 28 in A, Op. 101 . 


ALP 1272 
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is unduly top-heavy, leaving the ’cello so 
weak that it neither gives sufficient support 
to the harmony at the end of the scherzo nor 
tells sufficiently in its solo at the first-section 
reprise in the Adagio. (It is, nevertheless, 
sufficiently audible to let us hear an un- 
wanted pizzicato note 22 bars before the 
first double-bar of the first movement.) I 
like the Quartet’s rhythmic drive at the 
start, but in the scherzo they could well 
have been a little bolder in their caprice. 
The disc surface is beautifully silent. 

On the reverse the general tone is too dry 
for comfort, even in this astringent music, 
but the performance strikes me as better 
(except in the first movement at nine bars 
before figure 5, where the ’cellist comes in 
too early). Holmboe is regarded as one of 
the most worth-while talents of present-day 
Denmark, and his music gains in strength 
from his admiration of Barték and from his 
study of Rumanian folk music (after he 
married a Rumanian pianist). This quartet, 
written in 1949, reveals Barték’s influence 
both in idiom and in its five-movement 
structure: it is characterised by a leanness 
of texture as well as by vitality. The first 
movement has a somewhat frigid gaiety, 
the second could scarcely be more uncom- 
promisingly bare, the third is a whirling 
helter-skelter spiky scherzo, the fourth has 
more warmth, and the finale is an elusive 
5/8 movement, very difficult to play. This 
work may be confidently recommended to 
those with a taste for the unfamiliar. L.S. 


MENDELSSOHN. Sextet in D major, 
Op. 110. Manahem Pressler 
(piano), Nathan Gordon (viola), 
Philip Sklar (double bass), Members 
of the Guilet String Quartet. 
Parlophone PMD1031 (10 in., 24s. 
5id.). age | 

This is a recording which American 
readers will know on the M.G.M. label. 

The Sextet (piano, double-bass, and violin, 

two violas and ’cello, not string quartet, as 

stated on page go of Philip Radcliffe’s recent 

Master Musician on Mendelssohn) could 

be described as a pretty work, and also as a 

pretty vapid one. It dates from 1824, the 

year of the Symphony No. 1 in C minor, 
and the Rondo Capriccioso ; the composer 
was 16 years old. It opens with a very nice 
idea, well suited to the two-viola colouring 
(was this the particular combination avail- 
able to the young composer at the time of 
writing ?), but this movement, and the 
succeeding ones too, are spun out with an 
unconscionable amount of empty bravura, 
or simple padding. The slow movement has 
quite a nice tune, but that is the full extent 
of its interest. The third movement, called 

Minuet but really a Scherzo, is the most 

worth while (as well as being the shortest), 

very neat and deft in its lay-out. The finale 
is repetitive ; towards the end it introduces 
the D minor Scherzo theme rather effectively. 

Provided that readers do not expect 
anything as enjoyable as the C minor 

Symphony they might like to listen to this 

evidence of early facility. The performance 

is animated, and fairly well recorded ; but 
the piano tone has a tendency to be shallow 
and confined. ALP. 
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VIVALDI. Concerto in F major for 
Oboe and Orchestra. Concerto in 
B flat major for Oboe, Violin and 
Orchestra. Concerto in F major 
for Orchestra. Concerto in D 
minor for Oboe and Orchestra. 
Concerto in A major for Orchestra. 
Claude Maisonneuve (oboe), George 
Alés (violin), Ensemble Orchestral 
de I’Oiseau-Lyre conducted by Louis 
de Froment. London L’Oiseau-Lyre 
OL50073 (12 in., 36s. 54d.). 

No Pincherle numbers are indicated on 
label or sleeve. They are: F major Oboe 
Concerto: P.306. B flat ‘Double’ Concerto : 
P.406. F major Concerto: P.292. I suspect 
that the tape-editors have cut off by mistake 
the opening section of this concerto, for it 
starts here with a passage in C major, and 
later reaches the F major theme (which 
should evidently be a reprise of the theme) 
which Pincherle quotes as incipit. D minor 
Oboe Concerto: the oft-recorded Op. 8, No. 9, 
i.e. an oboe version of the violin concerto in 
Il Cimento dell’ Armonia e dell’ Invenzione. A 
major Concerto: P.235. 

Two of these are new to the gramophone 
repertory, the truncated P.292 and P.406, 
which Pincherle lists simply as “‘ Concerto 
a5”. Both are best-quality Vivaldi, with 
plenty of interest, and so valuable. The 
French ensemble plays with energy, but 
not the polish of the Virtuosi di Roma, who, 
with their oboist Renato Zanfini, provide 
more attractive versions of the two oboe 
concerti: P.g06 on H.M.V. BLP1042, and 
Op. 8, No. 9, on Brunswick AXTL1061. 
Claude Masionneuve is a neat, nimble 
oboist, but without the artistry of Zanfini. 
Both playing and recording have a tire- 
somely insistent quality which makes one 
weary of the sound after a while. 

P.235 is also included in I Musici’s 
Vivaldi Collection (Columbia 33C:X1170) ; 
but this disc again suffers by comparison 
with the Virtuosi performances. A further 
new recording of this work is also reveiwed 
in this issue by L.S., under “ Cimarosa’’. 


INSTRUMENTAL 
BACH. Sonata No. 1 in G minor. 


Partita No. 1 in B minor. Johanna 
Martzy (violin). Columbia 33C.X1286 
(12 in., 36s. 54d.). 

BACH. Sonata No. 1 in G minor. 
Partita No. 2 in D minor. Nathan 
Milstein (violin). Capitol CTL7088 
(12 in., 36s. 54d.). 
Sonata No.1 

Telmanyi 
Renardi 
Partita No.1: 


Telmanyi 
Partita No.2: 


(11/54) LXT2951 
(1/52) LM4542 


(11/54) LXT2951 


Campoli (8/51) LXT2596 
Telmanyi (11/54) LXT2952 

The dominant factor in the Bach un- 
accompanied violin sonata situation has 
hitherto been the Vega Bach Bow ; in the 
hands of Telmanyi it produced, on Decca 
LXT2951/2/3, a complete set that repre- 
sented to a great extent a “‘ new sound ” 
for the exacting works. Some listeners 
thought that such a thing was neither 
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required nor welcome ; to them the two 
new discs now offer fresh, and excellent, 
alternative performances of one of the 
sonatas and two of the partitas. 

In listening to lengthy unaccompanied 
string music beauty of tone counts for a very 
great deal; and Johanna Martzy’s tone 
has a sustained beauty that makes listening 
to her record a sustained pleasure. She has, 
too, a rhythmic control of the music, where 
in many passages to remain in rhythmic 
control is quite fantastically difficult, and in 
every respect a clean technique well equal 
to the enormous demands made on it. One 
adverse factor only stands out in curious 
isolation: a reluctance to make much 
dynamic variation—a good, steady forte of 
the most beautiful quality is consistently 
produced ; but it would have been no less 
beautiful, and surely rather more effective, 
if allied in appropriate passages to a greater 
range of volume. 

Milstein has this greater range, and it 
need hardly be said that he is more than 
equal to all the technical demands of the 
works (his playing of the Chaconne, only, 
of the D minor Partita has in any case 
preceded on record his performance of the 
whole work—on Capitol GCL7526 it backs 


‘his own Paganiniana concoction). But the 


style and the poetry are curiously variable— 
whereas he plays this D minor Partita in a 
wholly winning way that could very reason- 
ably lead to a preference for his above all 
other LP versions, for the G minor Sonata 
he seems to have less affection: it is 
polished off in an efficient fashion. Many 
violinists will wish that they, too, could 
polish off unaccompanied Bach in an 
efficient fashion ; but Miss Martzy, though, 
not only can, but also adds to the efficiency 
poetry of a high order. 

Both discs are very well recorded ; though 
the Capitol tends sometimes to a harshness 
of tone from which the Columbia is quite 
free. It should also be noted that the 
Columbia disc forms part of a complete 
recording of the unaccompanied Sonatas, 
the other discs to follow in due course. 

M.M. 


BACH. Goldberg Variations. Joerg 
Demus (piano). Nixa WLP5241 
(12 in., 36s. 54d.). 
Landowska (5/54) (H)ALP1139 
Bach, as he himself said, prepared this 
great work “for the enjoyment of music- 
lovers ”, and Joerg Demus’s evident enjoy- 
ment in playing it communicates itself to 
the listener. It is true, as Harold Schonberg 
remarked in his volume of the American 
Guide to Long-Playing Records, that Mr. Demus 
lacks tension in such deeply expressive 
variations as Nos. 15 and 25 (Landowska 
called the latter the ‘‘ black pearl ” of the 
set), but in the quicker and above all in the 
brilliant numbers, his clean-fingered playing 
and youthful approach give much pleasure. 
He uses Kirkpatrick’s fine transcription. 
The piano tone is very good, whereas 
the Rosalyn Tureck recording of the work, 
according to Mr. Schonberg, is “‘ inferior in 
tonal value . . . there is little colour or 
resonance to the sound of her piano”. As 
visitors to the Edinburgh Festival learnt, 
and as many of us already knew, Miss 
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Tureck’s performance of the Goldberg 
Variations is little short of miraculous, but 
unless it is re-recorded some readers, who 
are allergic to the harpsichord and want a 
piano transcription of the work, might be 
ready to sacrifice her masterly conception of 
it for one less mature but more faithfully 
recorded. A.R. 


COUPERIN. Le Carillon de Cithére. 
RAMEAU. Le Rappel des Oiseaux. 
Wilhelm Kempff (piano). Decca 
71083 (7 in., 7s. 74d.). : 
Those who have not invested in the 
complete Couperin or complete Rameau 
by Ruggero Gerlin may be directed to this 
disc, for these little pieces are just the sort 
of thing that Kempff can spin off with the 
utmost felicity: he is a past master in l'art 
de toucher le piano, and phrases exquisitely, 
with charming little individual touches. The 
recording is very good. A.P. 


CHOPIN. Fantasy in F minor, Op. 49. 
Barcarolle in F sharp major, Op. 
60. Mazurka in B flat minor, Op. 
24, No. 4. Four Impromptus: No. 
1 in A flat major, Op. 29: No. 2 in 
F sharp major, Op. 36: No. 3 in 
G flat major, Op. 51: No. 4 in C 
sharp minor, Op. 66, “ Fantasy 
Impromptu’. Berceuse in D flat 
major, Op. 57. Julian von Karolyi 
(piano). D.G.G. DGM18068 (12 in., 
36s. 54d.). 

A restrained record: Chopin is here in 
the drawing-room—where very arguably he 
belongs—and not in the concert-hall. Von 
Karolyi exaggerates nothing, but is content 
to play with simplicity and poetry. Nearly 
everywhere this seems to me to be highly 
successful—particularly in the Fantaisie- 
Imprompiu, which is played delicately and 
with very great skill ; the Mazurka, how- 
ever, is rather fierce, and in places the F 
minor Fantasy perhaps not quite fierce 
enough—there are passages calling for a 
brio not here in evidence. 

These hypothetical faults are very much 
outweighed by the most definite virtues ; 
and D.G.G. have provided a recording 
which affords the piano a decently rounded 
and intimate tone, though it lacks brilliance 
at times, and is at rather a low volume level. 
Its characteristics match those of the per- 
formance rather well, and the result is 
pleasing. M.M. 


CHOPIN. Twenty-four Preludes, Op. 
28. Moura Lympany (piano). 
H.M.V. CLP1051 (12 in., 32s. 44d.). 
Novaes (5/53) PL6170 
Gulda (12/53) LXT2837 
Rubinstein (4/55) (H)ALP1192 
Weingarten LPA1041 
Askenase (9/55) DGM19002 

It has fallen to that sterling artist, Moura 

Lympany, to give us, in my view, the most 

completely satisfying performance of Chopin’s 

Twenty-Four Preludes that we have so far 

had on LP (or perhaps even before and 

it is indeed a pleasure to be able to add 
that the recording, full and well toned, is 
of admirable quality throughout. 

There have been good things in the other 
issues listed above but not this consistently 
high level of achievement, not this utter 
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avoidance of the laboured, the too hasty, 
the wayward, the smudgy. ‘The playing 
here is, all through, clear, supremely 
musical, full of expressive feeling and 
sensitive phrasing, has a strikingly good 
internal balance, and a sufficiently wide, 
dynamic range. At no moment in Nos. 18 
(F minor) or 22 (G minor) is Miss Lympany 
betrayed into incoherence, and nowhere 
into sentimentality or mere _ brilliance. 
Musical values, as we know by past experi- 
ence of this fine artist, come first with her, 
and that gospel, backed by first-rate 
technique, always brings its reward. 

No doubt there have been performances 
more electrifying or sensational, no doubt 
there may be disagreement on a point here 
and there, but as a whole the poetry, the 
ardour, the strength of this masterpiece are 
to be found in most satisfying abundance in 
this great performance which I recommend 
with all my heart. 


GUILMANT. Sonata No. 1 in D minor, 
Op. 42. 

REUBKE. Sonata on the 94th Psalm. 
Richard Ellsasser (organ). Parlo- 
phone PMCto25 (12 in., 32s. 4$d.). 
Recorded at the John Hays Hammond 
Museum, Gloucester, Massachusetts. 

More than any other composer, Julius 
Reubke is a one-work man. He was a 
pupil, and very much a disciple, of Liszt ; 
but the directions in which his extreme 
talent would ultimately have taken him are 
purely conjectural, for he died at the early 
age of twenty-four. This was not too soon, 
however, for him to have produced one 
resounding masterpiece: the Sonata on the 
94th Psalnm—a paraphrase of selected verses 
from that psalm laid out apparently 
decorously as an organ sonata, but in fact 
with all the fire of a Liszt symphonic poem. 
This it resembles emotionally, and tech- 
nically, in many ways, not least in a 
thematic borrowing between all its three 
sections (and a borrowing of remarkably 
Lisztian themes into the bargain). 

This fiery style of music depends for its 
effect, naturally, on corresponding fire in 
its presentation, and also on a wide range 
of colour being available. Such a range is 
made available by the organ of the John 
Hays Hammond Museum, and is taken full 
advantage of by Richard Ellsasser: this 
sounds like the nineteenth-century organ at 
its best. What it is, in fact, is a pipe organ, 
subject to some degree of electronic control 
by means of the Dynamic Accentor ; and the 
result’ of this union of opposites is certainly 
in many ways to achieve the best of both 
worlds. For the colour, initially, is so 
often first-class, particularly in the softer 
moments there are some soft flutes and 
voix célestes of quite exquisite quality. And 
the Dynamic Accentor allows more expres- 
sive play to be made with these colours 
than any conventional swell-box would 
allow: sometimes Ellsasser phrases a tune 
almost as a good wind-player would phrase 
it. Diminuendos, too, often recede evenly 
to next to nothing—a risky process if the 
record surface had been poor ; but on this 
copy it is very good, and the fine organ is 
allowed its full effect. Once only did I feel 
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that Reubke’s exacting demands were noi 
quite fully met: there did seem to be a lack 
of final resource to crown the coda—no 
hitherto unsuspected tuba lent a final halo 
of brilliance to the sound. 

After the fury of Reubke, Guilmant 
necessarily seems almost insipid ; but he 
is really only relatively so. Listening to his 
First Sonata, it is easy to understand the 
tremendous success he had three-quarters 
of a century ago: this music, reverberating 
from the organ loft, must have enchanted 
the crowded recital audiences who only too 
seldom could have heard a symphony 
orchestra. It is very far from negligible 
even today—rather better, perhaps, than 
a good deal Mendelssohn wrote for the 
organ, for example—and, like Reubke, 
Guilmant has been absent from the record 
lists for too long. 

But handsome amends to both composers 
are offered by Parlophone in the present 
fine disc, which will be enthusiastically 
welcomed by organists. And not only by 
them: any general library must surely be 
enhanced by the addition of this most 
interesting organ record. M.M. 


PROKOFIEV. Excerpts 
* Cinderella ”’—Ballet. 

SZYMANOWSKI. The Fountain of 
Arethusa, Op. 30, No. 1. 

WIENIAWSKI. Legende, Op. 17. David 
Oistrakh (violin), Igor Yampolsky 
(piano). Monarch MEL707 (10 in., 
278. 34d.). 

It is rather extraordinary that the 
Szymanowski and Wieniawski pieces are 
making their first appearances on LP, 
particularly the former since it is one of the 
few violin and piano pieces really worth 
playing. And because it is music worth 
playing is just why it is the best thing on 
this record. The other pieces, Prokofiev 
included, depend on charm and charm is 
the one quality that Oistrakh does not seem 
to possess. He seems to be able to do every- 
thing else, but not to play trifles in a winning 
way. 
The Cinderella dances look fairly intriguing 
in their original orchestral dress (I have 
only seen the score) but in their much 
simplified violin solo version (not made by 
the composer) they become merely rather 
odd café music. Piquancy of orchestration 
has gone and what is left often sounds rather 
gloomy. 

The recording brings the violin a little 
too close for my liking, with a consequent 
touch of distortion at climaxes, but the tone 
of both violin and piano is perfectly good. 

TH. 


from 





Ferrier Scholarship 


The Royal Philharmonic Society 
announces, on behalf of the Trustees of the 
Fund, that it will be possible to hold the 
first competition in London in April, 1956, 
for the Kathleen Ferrier Memorial Scholar- 
ship. The competition is open to British 
born singers of either sex who will be between 
the ages of 21 and 25 on the 31st December. 
1955. This will also be the closing date for 
entries which should be sent to the Society 
at 4 St. James’s Square, London, S.W.1. 
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conducting. the Philharmonic 
Symphony Orchestra of New York 


SCHUBERT SYMPHONY No. 9 (B &H No. 7) ‘GREAT C MAJOR’ ABL 3074 


BRAHMS SYMPHONY No. 1 IN C MINOR (OP. 68) ABR 4037 
Snenty avateite SYMPHONY No. 3 IN F MAJOR (OP. 90) ABR 4031 


SYMPHONY No. 4 IN E MINOR (OP. 98) ABL 3008 
PHILIPS (@) fine WIE 


LONG PLAYING RECORDS 


MAHLER SYMPHONY No. 1 IN D MAJOR ABL 3044 
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Awarded the ‘ Grand Prix du Disque’: 


Already available 
RAVEL Piano Music 
Volume 1 
Pevane pour une infante 
défunte 
A la maniére d’Emanuel 
Chabrier 
A la maniére de Borodine — 
Valse 
Sonatine 
Miroirs ABL 3012 


THE COMPLETE 
PIANO MUSIC OF RAVEL 
played by 


Casadesus 


mae 
The final Volume—No. 3 ff a 


is released this month. 
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RAVEL Piano Music 
Volume 2 
*Ma Mere L’Oye 
*Habanera 
Jeux D'Eau 
Gaspard De La Nuit 
Menuet Antique 
*(ROBERT and GABY CASA- 
DESUS, piano four hands). 
ABL 3046 


p 


RAVEL Piano Music Volume 3 // « Z 
Le Tombeau de Couperin 

Valses Nobles 

et Sentimentales 

Prelude in A Minor 


Menuet Sur Le Nom D’Haydn 


| 


ABL 3062 
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BERLIOZ 

Symphonie Fantastique, Opus 14A 

The Berlin Philharmonic Orchestra 
Conducted by WILLEM VAN OTTERLOO 
ABL 3019 

The RE-ISSUE of this record now avoids 
the break in the 3rd movement between 
sides 1 & 2. Even in its original form 
this record was considered by the critics 
including the E.M.G. Monthly Letter 

to be the finest version available. 
BRAHMS 

Quartet No. 1 in C. Minor, Opus 51, No. 1 
DVORAK 

Quintet No. 3 in E Flat Major, Opus 97 
BUDAPEST STRING QUARTET with 
Milton Katims (viola) 

ABL 3073 

OFFENBACH 

Gaité Parisienne — Ballet 

CHOPIN 

Les Sylphides — Ballet 

The Philadelphia Orchestra 

Conducted by EUGENE ORMANDY 
NBL 5019 

MILHAUD 

La Création du Monde 

Symphony Orchestra and 

Chamber Orchestra 

Conducted by LEONARD BERNSTEIN 
NBR 6019 





JANACEK 

Diary of a Young Man Who Disappeared 
(‘Tagebuch Eines Verschollenen’) 
(Holland Festival 1954 Live Recording) 
ERNST HAFLIGER (Tenor) 

CORA CANNE MEYER (Mezzo-Soprano) 
The Netherlands Chamber Choir 











ITB. 








COPLAND 

El Salon México 

HAYDN 

Symphony No. 53 in D. Major (‘Imperial’) 
Symphony No. 67 in F. Major 

‘The Wiener Symphoniker’ 

Conducted by PAUL SACHER 

ABL 3075 








FELIX DE NOBEL (Piano) 
VIENNA BOYS’ CHOIR 
‘Die Nacht’ (Schubert) 
‘Kinderwacht’ (Schumann) 
‘Jugend’ (Brahms) 


‘Abendgang Im Lenz’ (Reger) 


‘Im Himmelreich’ (Reger) 


‘Zion Hort Die Wachter Singen’ (Buxtehude) 
‘Elfenchor’ (From ‘A Midsummer Night's 


Dream’) 
(Mendelssohn) 


‘Um Mitternacht’ (Bruckner) 


‘Nachthelle’ (Schubert) ‘Psalm 13’ (Brahms) 
Hubert Wallner and Herbert Gréger 


(Boy Sopranos) 
Siegfried Hermann (Alto) 


Pianist and Conductor ; ROBERT KUHBACHER 


NBR 6024 


Four superb new 
Extended Play 45's 


FATHER SYDNEY MacEWAN 
(lst release on Philips) 

‘The Meeting of the Waters’ 
‘Mowing the Barley ' 

‘Kelly, the Boy from Killann ' 
‘The Rowan Tree ' 

with Philip Green and his 
Orchestra 

NBE 11008 
FRANCESCATTI 

with Symphony Orchestra 
Conducted by JEAN MOREL 
ROMANCES for Violin and 
Orchestra—BEETHOVEN 
No, linG No. 2inF 

ABE 10003 


vores 


ABR 4041 
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BOYD NEEL ORCHESTRA 

Conducted by CEDRIC DUMONT 

Waltz (String Serenade) — 
TCHAIKOVSKY 

Notturno for Strings — DVORAK 

‘In Popular Style’ (Im Volkston) — 

GRIEG NBE 11006 

MURIEL SMITH* 

with DANIEL KELLY (Piano) 

NEGRO SPIRITUALS 

Weepin’ Mary 

Honour, Honour 

Nobody Knows 

Swing Low, Sweet Chariot 

Were You There ? 

NBE 11007 


* (This record contains some of the Spirituals which 
Muriel Smith sang with such great success at her 
London Recital on 26th June, 1955). 
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The first complete recording of George Gershwin’s masterpiece 


Porgy and Bess 


Porgy .. LAWRENCE WINTERS (baritone) 
CAMILLA WILLIAMS (soprano) 
Serena INEZ MATTHEWS (soprano) 
Sporting Life AVON LONG (tenor) 
Crown ... WARREN COLEMAN (baritone) 
Clara JUNE McMECHEN (soprano) 
and supporting cast 
The J. Rosamond Johnson Chorus with 
Orchestra conducted by LEHMAN ENGEL 
Produced for records by Goddard Lieberson 
Three 12” records NBL 5016/17/18 
(available in special presentation album) 
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RAVEL. Le Tombeau de Couperin. 
Valses Nobles et Sentimentales. 
Prelude in A minor. Menuet sur le 
Nom d’ Haydn. Robert Casadesus 
(piano). Philips ABL3062 (12 in., 
36s. 54d.). 

Tombeau: 


(1/52) LK4043 
LGX 66041 


(2/55) TW91035 
(8/55) CTL70&8&7 

The release of this disc now makes avail- 
able here the Casadesus set of the complete 
Ravel piano music ; the earlier two discs 
were reviewed by A.R. in December, 1954 
and by R.F. in June, 1955. The merits, 
substantial indeed, of the achievement as a 
whole have been recognised in France by 
the award to the set of the Grand Prix du 
Disque in their section. 

In this last disc of the set Casadesus plays 
in a sparkling fashion, bringing off best the 
numbers most suited to that treatment—the 
Toccata of the Tombeau de Couperin is a 
quite brilliant whirlwind. Sometimes in the 
less brilliant numbers he may seem to some 
listeners to be less ready to be equally 
affirmative about the poetry of the music ; 
there is, here and there, a reluctance to drop 
the volume, or the tempo, or both: this is 
certainly not wayward playing. Nor, 
needless to say, is it unmusical playing, in 
any sense ; and in some numbers of the 
Valses nobles et sentimentales there is indeed 
some considerable unbending. 

Philips have produced a fine, round-toned 
recording that must put this disc high up 
in the list of Ravel piano issues. For the 
Tombeau de Couperin I would certainly choose 
it: Kathleen Long plays affectionately 
enough, but cannot match Casadesus in the 
more brilliant passages. For the Valses 
nobles et sentimentales, considered in isolation, 
though, Jean-Michel Damase seems to me 
to have it: on London TW91035 he plays 
them not far short of magically. But to 
consider them in isolation is perhaps rather 
unreal; for listeners in search, either 
presently or ultimately, of the complete 
Ravel the achievement of Casadesus and 
Philips stands safe and secure. M.M. 


Long 
Wallenborn 
Valses: 
Damase 
Pennario 


SCARLATTI. Sonatas for Harpsichord, 
Vol. 5. L.407 in C minor; L.155 in 
C major; L.129 in G major; 
L.375 in E major; L.376 in E 
minor; L.86 in G major; 1.325 
in E minor; L.327 in B flat major ; 
L.218 in C major; L.84 in G major; 
L.457 in C major; L.487 in G major. 
Fernando Valenti (harpsichord). 
Nixa WLP5205 (12 in., 36s. 54d.). 
Volume 5 of Valenti’s complete Scarlatti 
project—that makes a mere 60, or just over 
a tenth of the whole collection—reveals the 
same virtues as its predecessors. His 
enormous vitality, crystal-clear decorations 
and vivid colouring are as much to the fore 
as ever: his rhythm is generally so admir- 
ably controlled that when he hurries under 
the first long trill in No. 218 it comes as 
quite a shock. He clearly enjoys the 
exuberance of Scarlatti’s writing—the hand- 
crossings of No. 327, the hazardous wide 
skips of No. 487—and passes on his enjoy- 
ment to us too. There is perhaps rather 
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much sixteen-foot tone in some sonatas, but 
in any case Valenti’s registration is not for 
the out-and-out purist, who would like to 
present these vivacious works with two 
eight-foot stops only. The ending of No. 86 
brings forth a reading I know of in no 
published text, though it certainly makes 
sense. If, like most people, you are unable 
mentally to identify Scarlatti sonatas by 
number, 84 is the well-known G major 
Capriccio, and 375 the E major Capriccio. 
L.S. 


SCHUMANN. Kreisleriana, Op. 16. 
Carnaval, Op. Geza Anda 
(piano). Columbia 33CX1283 (12 in., 
36s. 54d.). 
Kreisleriana : 

Demus 
de Lara 
Carnaval : 
Magaloff 
Novaes 
Cortot 


(1/55) WLP5142 
(3/55) AdLP4 
(7/52) LX3074 
(6/53) PL7830 
(8/54) (H)ALP1142 
Badura-Skoda (9/54) WLP5105 

de Lara (9/54) AdLP2 

Siki (11/54) PMA1022 

Anda (12/54) LGX66029 
Brailowsky (12/54) (H)ALP1168 

It will be seen that the eight recordings 
of Carnaval listed above include one by 
Geza Anda, a Telefunken disc dating from 
three or four years ago. A.P. wrote of this 
performance as not recommendable and the 
recording as dim. He praised the admirable 
balance between the hands but described 
the playing as carefully calculated rather 
than enjoyable, and opined that Anda 
would not play like this now. He certainly 
does not. It is extraordinarily interesting 
and revealing to compare the two issues. 
I am not sure that calculation, which must 
exist, has been entirely hidden in this 
new issue, but I am quite sure we need look 
no further for a most masterly and vital 
performance, or for one as well recorded— 
except for some metallic tone in the loud 
passages of Préambule. 

In the intervening years Mr. Anda has 
deepened and filled out his conception of 
the lovely work to a remarkable degree. 
We have the echoes of greatness in Cortot’s 
performance, the voice of the Madame 
Schumann tradition in Adelina de Lara’s, 
many virtues in the uneven performance of 
Guiomar Novaes, what A.P. described as 
“a good straightforward, at times brilliant 
account ” by Nikita Magaloff, and a capable 
one by Brailowsky, with, amongst all these, 
the Magaloff (the only ten-inch) receiving 
the best recording. That is now surpassed, 
as I have said, by the new Anda disc. 

In Préambule the pianist touches incoher- 
ence in the fii moto section, and though the 
revellers were no doubt excited they were 
surely not so frenzied as this. This is the 
only passage that I do not care for; the 





MINIATURE SCORES 

The following Miniature Scores have 
been received from Ernst Eulenburg of 
36 Dean Street, London, W.1. Auber: 
Overture ‘‘ Fra Diavolo”’ (3s. 6d.). Beet- 
hoven: Piano Quartet, Op. 16 (3s. 6d.). 
Dvorak : Symphony No. 2 op. 70 (gs.). Gluck : 
Overture ‘* Orfeo ed Euridice’’ (2s. 6d.). 
Mozart: A Musical Joke, K.522 (38.) ; 
Piano Concerto in CG major, K.415 (6s.). 
Pfitzner : Overture ‘‘ Kathchen von Heilbronn” 
(7s.). Palestrina: Three Preludes (6s.). 
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vivo is as clear as a bell and most exciting. 
Pierrot no longer “ plods ’”’ (to quote A.P.), 
Arlequin does not “ give one the fidgets ’’, 
nor are Valse Noble and Promenade “* filled 
with jerks and affectations ”. The bass is 
perhaps too light in the middle section of 
Valse Noble, but how charmingly touched 
in is the final cadence in this number, and 
how lovely the tone and feeling of Eusebius. 
Florestan, Coquette, Lettres Dansantes and 
Reconaissance bring out the fine quality of 
this player’s buoyant rhythm, which is also 
especially to be noted in the simple accom- 
panimental chords in Valse Allemande. Mr. 
Anda allows no sound of horns (did 
Schumann write quasi corni over the bass ?) 
in Papillons, the left-hand part of which is 
made as light as those insects themselves, 
in Pantalon et Columbine he shows us the 
amazing strength of his left hand, and a 
superb staccato. The repeat of Chopin is done 
with the utmost delicacy, and perhaps 
nothing is so beautiful as the playing of 
Aveu, with its beautifully judged distribution 
of weight of tone between the hands. Pause 
is absolutely breath-taking and the ebullient 
playing of the Marche leaves one in no doubt 
that the Philistines are in for a sound beating. 

Poetry, fancy, and the highest spirits, 
combined with superlative technique and 
fine recording make this, I feel, the Carnaval 
we have been waitingfor. And hereis the best 
Kreisleriana. As much as I enjoyed Adelina 
de Lara’s and Joerg Demus’s excellent 
performances of the work, Anda’s seems to 
me to surpass these not only technically but 
also in penetrating the secrets of this 
(compared to Carnaval) rather austere and 
mysterious work. 

Anda’s articulation of the opening 
number is clearer than that of Demus, his 
tone in the so‘t middle section more silvery, 
and he moves more fluently in the beautiful 
number that follows, with its two contrasted 
intermezzos, or trios. The music becomes 
increasingly difficult to interpret from this 
point, almost without exception, to the end; 
but Anda gets to the heart of it and holds 
attention that in lesser performances can 
easily wander. The impetuous seventh 
number is very finely played, and as the 
music flickers down to the depths in the 
closing bars and vanishes we feel that we 
have had a vision of the quintessential 
Schumann. ‘ 

The recording is equally good on this side 
but my review copy had a slightly noisy 
surface. AR, 


CAMPOLI VIOLIN RECITAL. Poéme 
(Fibich, arr. Kubelik) ; Estrellita 
(Ponce, arr. Heifetz); Souvenir 
(Drdla) ; Allegro (Fiocco, arr. Bent, 
O’Neill) ; The Bee (Schubert, arr. 
Kross) ; Tango (Albeniz, arr. Dush- 
kin) ; Midnight Bells (Heuberger, 
arr. Kreisler). Campoli (violin), 
Eric Gritton (piano). Decca LW5180 
(10 in., 18s. o4fd.). 

A succession of encore pieces, all played 
with the utmost enchantment; and with 
the three more sentimental show-stoppers 
isolated on side one—so that we have no 
need to break the mood unless we wish. 
In search of more athletic achievement, we 
can turn over; here I think perhaps the 
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Albeniz Tango might have been a little less 
athletic, a little more sentimental (and how 
on earth does it take two people to arrange 
the Fiocco piece?—the credit reads almost 
like one of those committees that write the 
not-so-good pop songs). But the search 
for athleticism is rewarded so fully in The 
Bee, and for sentiment so fully in the Fibich, 
Ponce, and Drdla: this is indubitably 
how to play encores. 

And, bar a surely unnecessary tape-join 
in the Fibich. how to record them—a 
winning sound ; and a sensible disposition 
of the whole on a medium-play. M.M. 


CHORAL AND SONG 


BRAHMS. Wie raff’ ich mich auf in der 
Nacht, Op. 32, No. 1; Nicht mehr 
zu dir zu gehen, Op. 32, No. 2; Ich 
shleich? umber betriibt und 
stumm, Op. 32, No. 3; Der Strom, 
der neben mir verrauschte, Op. 32, 
No. 4; Du sprichst, dass ich mich 
tauschte, Op. 32, No. 6; Wehe, so 
willst du mich wieder, Op. 32, 
No. 5 (von Platen). Wie bist du, 
meine Ké6nigin, Op. 32, No. 9 
(Daumer). Dietrich Fischer-Dieskau 
(baritone), Hertha Klust (piano). 

. Lieder eines fahrenden 
Gesellen. Dietrich Fischer-Dieskau 
(baritone). Philharmonia Orchestra 
conducted by Wilhelm Furtwangler. 
H.M.V. ALP1270 (12 in., 36s. 54d.). 

A few years ago Desmond Shawe-Taylor, 
noticing Blanche Thebom’s recording of 
Mahler’s Lieder eines fahrenden Gesellen in his 
Quarterly Review, remarked that we never 
heard this song cycle sung, as it should be, 
by aman. The omission is now made good 
in this beautiful performance by Fischer- 
Dieskau, with the finest playing of the 
orchestral part I have yet heard. It is 
especially in the third song, “ Ich hab’ ein 
gliihend Messer, ein Messer in meiner 
Brust” (“There is a glowing dagger 
which stabs my breast ’’), that gains from 
the change of voice and now reveals its full 
tragic force. There are many phrases in the 
cycle that are echoed again in the Abschied 
of Das Lied von der Erde, particularly those 
of the sorrowful coda of the first song, 
*“Des Abends, wenn ich Schlafen geh’ ” 
(“ At even shall I, when I rest”), which 
Fischer-Dieskau colours with all the beauty 
of his mezza-voce singing. 

The recording of the orchestral part is 
admirably clear—how lovely the string 
tone is in the passage that leads to the 
change of key in the second song, in which 
again at the close Fischer-Dieskau gives us 
most beautifully soft singing—but in the 
more strenuous moments in the third song 
the singer’s tone, at the level at which one 
wants to hear the orchestral part, sounds 
rather coarse. In all other respects this is 
an outstanding performance and recording. 

On the reverse side Fischer-Dieskau does 
good service in reminding us that Brahms 
is the most neglected of all the great Lieder 
composers by singing, and magnificently, 
the whole of his Op. 32 with the exception 
of Nos. 7 and 8, for which there was no 
room on the disc. (He transposes the order 
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of Nos. 5 and 6 so as, I imagine, to balance 
them better with the songs that lie either 
side of them). Two only of these songs have 
been, and fairly frequently, recorded before, 
Nicht mehr zu dir zu gehen and Wie bist du, 
meine Kénigin, which everyone knows, but 
the remainder are all ‘fine songs. Fried- 
lander says the juxtaposition of the nine 
poems . . . “gives one a clear insight into 
the life of the composer himself. He tries to 
resist the spell of a beautiful and alluring 
woman, but finally succumbs completely ”’. 
However that may be, the “‘ programme ” 
of the cycle should be kept in mind when 
listening to Fischer-Dieskau’s tenderly 
beautiful singing of Wie bist du, meine 
Kénigin or otherwise he might seem to be 
treating it too intensely. In the context his 
interpretation is absolutely right. His feeling 
for words is in evidence throughout. It is 
worth noticing especially the feverish 
restlessness he puts into the first song, Wie 
rafft’ ich mich auf in der Nacht, at each repeti- 
tion of the last three words, which are the 
burden of this meditation in the dark night : 
and again the fine crescendo of anguish in 
Der Strom, der neben mir verrauschte, in which 
there are ten repetitions of Wo ist? with 
the cadences at the ends of the questioning 
phrases raised by one note each time to the 
final climax of despair as the unhappy man 
recalls vanished peace and _ happiness, 
** Where is the stream, the bird, the rose. . . 
the man that once I was ?”. 

I liked Hertha Klust’s accompanying of 
these songs better than her work in the Wolf 
recital with this singer (D.G.G. DGM18005) 
and the balance between voice and piano is 
better than on that disc. There is also no 
coarsening of the singer’s tone at the 
climaxes. 

I hope Fischer-Dieskau will go on to 
record a lot more Brahms Lieder. Among 
the songs he sang at his Edinburgh Festival 
Brahms recital, two stood out as little 
masterpieces, Herbstgefiihl (from Op. 48) and 
Abenddammerung (from Op. 49). ALR. 


BACH. Coffee Cantata, BWV2r11. 
Friederike Sailer (soprano), 
Johannes Feyerabend (tenor), 
Bruno Miller (baritone), Pro 
Musica Orchestra, Stuttgart, con- 
ducted by Rolf Reinhardt. Amore 
Traditore—Cantata, BWV203. 
Bruno Miiller (baritone), Helma 
Elsner (harpsichord). Vox PL8980 
(12 in., 36s. 54d.). 


Coffee Cantata : 
Allegro Soc., Black (6/52) ALX53 


If not faultless, this is a very enjoyable 
performance of the Coffee Cantata: it is, 
moreover, the only version worth consider- 
ing at the moment, since the Allegro was 
badly performed and worse recorded—I 
wondered if I had perhaps been over-harsh 
in my 1952 review of it, but in fact I now 
stick to everything I said at the time. The 
chief virtues of this new set are a funda- 
mental (and absolutely necessary) sense of 
humour in the reading as a whole, and a 
completely delightful and youthful-sounding 
Lieschen in the person of Friederike Sailer, 
whose singing is full of freshness and charm : 
her big aria in which (assisted by a good 
flautist) she declares her addiction to coffee 
is excellent. High praise, too, to Helma 
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Elsner at the harpsichord, who provides a 
brilliantly inventive realisation of Madchen, 
die von harten Sinnen. The baritone also does 
well and sings with a good sense of line ; but 
he is too stiff in recitative. A nice tenor 
completes the team, who might, however, 
have been better placed in relation to each 
other in the final chorus. The orchestra is 
given a very resonant acoustic (which 
contrasts awkwardly with the  under- 
recorded opening recitative), and at times 
is too heavy-footed in what should be purely 
dance numbers, like the tripping Heute noch 
and the last chorus. (What a musical- 
comedy writer Bach would have made !) 
Amore traditore is one of two Italian 
cantatas whose authorship is dubious: it 
certainly doesn’t sound much like Bach—not 
J.S., anyway. It is scored for baritone and 
harpsichord only (not even a supporting 
*cello), and consists of a tremendously long 
and exhausting aria, a recitative, and 
another long aria with a very active running 
harpsichord part. In this last the ensemble 
is a bit shaky rhythmically ; and through- 
out, the baritone has been placed to give 
him an excess of resonance. L.S. 


CHAUSSON. Poéme de l’Amour et de 
la Mer, Op. 19. Gladys Swarthout 
(mezzo-soprano), R.C.A. Victor 
Symphony Orchestra conducted by 
Pierre Monteux. 

SWARTHOUT RECITAL. Premiers 
transports que nul Doublie! from 
“Roméo et Juliette”, Op. 17 (Berlioz); 
Si mes vers avaient des ailes 
(Hahn), accompanied by Bernard 
Greenhouse (’cello) and Gloria 
Agostini (harp). Mandoline 
(Debussy); Chanson triste (Duparc); 
Séparation (Hillemacher) ; Carmen 
(Clergue) ; Hétel; Voyage a Paris, 
Nos. 2 and 4 of “ Banalités”; Les 
Chemins d’amour (Poulenc), 
accompanied by George Trovillo 
(piano). H.M.V. ALPi269 (12 in, 
36s. 54d.). ; * 

Miss Swarthout is remembered in Britain 
chiefly for some films in which we saw a 
handsome woman, with some temperament 
and a solid, dark, mezzo-soprano of what 
seemed considerable power. She is heard to 
advantage in the long, lush Chausson day- 
dream of tender and sad thoughts, and 
though her French is not here impeccable, 
she sings this haunting music, as Pierre 
Monteux plays it, with just the right 
measure of passion. The last section of the 
poem has become detached (an amputation 
originally performed by Melba, I believe) 
to form the song we know as Le temps des 
lilas et des roses and in its full orchestral 


’ dress, this makes interesting contrast with 


the recent version by another American 
mezzo, Nan Merriman, and Gerald Moore 
as accompanist, which frankly seems to me 
to epitomise the work more tastefully. 
However, Chausson’s poetic exercise was 
due for recording and all I wish is that this 
recording could, of itself, earn a little praise. 
But it is congested and not well balanced. 

On the other side, in recital, Miss 
Swarthout makes very heavy weather 
indeed of the Berlioz and of the Reynaldo 
Hahn, even managing to introduce 4 
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OCTOBER RELEASES 


BLACK LABEL SERIES 12 INCH 


J. S. BACH 

MAGNIFICAT (BWV 243) 

Soloists—Chorus of Radio Stuttgart—Pro Musica 
Orchestra, Stuttgart 

Rolf Reinhardt, conductor PL 8890 





J. S. BACH 

THREE SONATAS FOR VIOLA DA GAMBA 
AND HARPSICHORD (BWV 1027-1029) 
Janos Scholtz, viola da gamba 

Egida Giordani Sartori, harpsichord PL 9010 


BARTOK 

VIOLIN CONCERTO : SONATA FOR SOLO 
VIOLIN 

Ivry Gitlis, violin 

Pro Musica Symphony Orchestra, Vienna 
Jascha Horenstein, conductor PL 9020 


LALANDE 

DE PROFUNDIS (PSALM CXXIx) 
Soloists—Chorus of Radio Stuttgart 
Pro Musica Orchestra, Stuttgart 
Marcel Couraud, conductor 


STRAVINSKY 

THE SOLDIER’S TALE 
Soloists—Instrumental Ensemble 
Emanuel] Vardi, conductor 
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DUST IS NO PROBLEM — for gramophone records and hasn’t been for the last 
five years or more. Years ago Rimington’s thought of ‘ Clendisc,’ the 


anti-static record-cleaning fluid that has helped preserve many a rare 


78 disc in mint condition and is now a firmly-established sine qua non 


for all LPs. ‘ Clendisc’ cleans (obviously), neutralises static (completely), 
protects with a fine film (imperceptibly) and costs 3/9 and 6/- a bottle only (surprisingly), 
postage and packing 10d. The delicate surfaces of contemporary 
records need something better than the damp-duster treatment. The 
‘ Fredorec’’ sponge at 3/- (postage 3d.), in a moisture-retaining polyvinyl envelope, is 
the kindest thing that could ever happen to a disc. ‘ Fredorec,’ together 
with ‘ Clendisc’ and common sense, makes up the complete armou y 
for records against come what may. Without common sense, of course, you 
might play your discs in the desert—with apologies to the B.B.C.—but you 'd still be all right with 
*Clendisc’ and ‘ Fredorec.’ And if you play them there with the 
remarkable ‘ Ortofon’ pick-up which Rimington’s sell here for £17 - 17 - 0, the 
only hissing you ’II hear will be the sand between your toes. 


Buy your armour right away | FRED SMITH. 
SPECIALISTS IN LONG-PLAYING RECORDS & EQUIPMENT FOR THEIR REPRODUCTION 


RIMINGTON VAN WYCK 


42 Cranbourn Street, London, W.C.2. GERrard 1171 
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redundant breath between “ avaient” 
and “des ailes”, as well as of course 
before ‘‘ comme |’amour ” in the last verse 
of that still charming warhorse. The accom- 
paniment to it is of wailing ’cello and a 
harp badly recorded. When the piano 
takes over, things go better, but not much. 
Mandoline, with its dancing lilt, is laboured, 
and Poulenc’s Hétel catches the singer off 
guard. P.H.-W. 


KODALY. Psalmus Hungaricus, Op. 
13. Ernst Hafliger (tenor), RIAS 
Kammerchor, St. Hedwigs Cathe- 
dral Choir, RIAS Children’s Choir, 
RIAS Symphony Orchestra, Berlin, 
conducted by Ferenc Fricsay. 

ROSSINI. Stabat Mater. Maria Stader 
(soprano), Marianna Radev (con- 
tralto), Ernst Hafliger (tenor), Kim 
Borg (bass) RIAS Kammerchor, 
St. Hedwigs Cathedral Choir, 
RIAS Symphony Orchestra, Berlin, 
conducted by Ferenc Fricsay. D.G.G. 
DGM18203-4 (two 12 in., 72s. 11d.). 


Psalmus Hungaricus : 
McAlpine, L.P.O., Solti (10/54) LXT2878 


Compared with the Decca version, the 
Psalmus Hungaricus has a more distant 
perspective—that of a big hall—but is well 
balanced, except perhaps in big tuttis, 
when the chorus (otherwise admirably clear) 
has its drowned by the orchestra. The 
orchestral playing is good—the peaceful 
interlude at figure 25 indeed admirable— 
though Fricsay’s stringendi are all on the 
sudden side. The chorus, less syllabic than 
in the Decca issue, also sings well: its 
**So in Jehovah I will put my trust” is 
beautifully done. As for the important 
tenor solo, Hiafliger, besides having an 
intrinsically more beautiful voice than 
McAlpine, has a far better sense of line, 
and sings most expressively. All in all, then, 
a very moving performance; but it is 
instructive to observe how much of the 
distinctive Hungarian clipped verbal rhythm 
is ironed out in the German translation. 
Here the English text more faithfully 
reproduces the original. 

Though there have now been three 
complete recordings of Rossini’s Stabat 
Mater, this is the first to be available in this 
country, and on the whole a very good one 
it is, with unqualified praise in particular 
to the orchestra and the engineers. Of the 
singers, Maria Stader is outstanding: her 
intonation is impeccable, and in florid 
passages she is always completely at ease. 
The others combine to form a_ unified 
ensemble: if the duet Quis est homo is rather 
theatrical in style, well, this is theatrically- 
conceived music. The bass has a fine voice, 
but is not exact in his words in Pro peccatis 
and has to work too hard at its cadences. 
The chief. disappointment to me was 
Hafliger’s Cujus animam, which after too 
rubato an introduction is taken too 
jauntily, losing all breadth ; and his top 
D flat, taken in fine style, cannot blind us to 
his difficulties with those word-endings on 
rising octaves, nearly all of which he 
snatches off uncomfortably. (It goes with- 
out saying that, this being a German 
performance, one has to accept pronuncia- 
tions like ‘‘ crutsem’’, ‘‘ dultsem” and 
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“ kvis” for crucem, dulcem and quis.) The 
chorus does reasonably well, though it does 
not know the meaning of the direction sotto 
voce in the Quando corpus (in which there is a 
2o-bar cut), and its chording is not perfect 
in this movement or the unaccompanied Eia 
mater. (There are three cuts in the final 
chorus, In sempiternam.) The virtues in this 
set are many, the faults relatively few: 
Rossini-lovers can order it with a fairly 
easy mind. 


ROSSINI. Petite Messe Solennelle. 
Caterina Mancini (soprano), Oralia 
Dominguez (contralto), Giuseppe 
Berdini (tenor), Mario Petri (bass), 
Gino Gorini (piano), Carlo Vidusso 
(piano), Ferruccio Vignanelli 
(organ), Coro Polifonico dell’ 
Accademia di Santa Cecilia di 
Roma conducted by Renato Fasano. 
Chorus Master: Bonaventura 
Somma. H.M.V. ALP1278-9 (two 
12 in., 72s. 11d.). 

Societa del Quartetto, Vatalani (9/54) PLP588 

I must confess that I approached the 
work Rossini jokingly called ‘‘ Little Solemn 
Mass ”’ (it lasts nearly two hours) with the 
expectation, disagreeable to me, of having 
to hear the sacred words subjected to highly 
operatic treatment: but, in the event, I 
received an immense surprise. This is not, 
and was not meant to be, a liturgical work 
but rather an oratorio. Rossini at first 
scored it for two pianos and harmonium 
(this being, with an organ substituted 
for the harmonium, the form in which it 
is recorded above) and he had written it 
for private performance. Even when the 
great success of the work with his friends 
caused Rossini to orchestrate it he forbade 
public performance. 

He called his religious works the “ sins 
of his old age” but if the tenor solo Dominie 
Deus is a sin at all it is only a venial one. 
I cannot like this number but in all else 
there is a wealth of imagination with some 
remarkably fine choral writing that is 
deeply stirring. Bach was to Rossini “a 
miracle of God ”. I found it very touching 
that in the organ solo that precedes the 
Sanctus and at certain points in the choral 
writing the old master, who had never 
bothered much with counterpoint, should 
have paid tribute as best he could to his 
revered Bach. And also to, Beethoven. 
There are passages of splendour in Gloria 
and Credo that Beethoven would not have 
disdained. 

I compared the original setting with the 
orchestral one on Nixa PLP588 (a rough, 
heavily cut performance which P.H.-W. 
reviewed unfavourably) and much prefer 
Rossini’s first thoughts. Most of the 
accompanying falls to the two pianos but 
the organ blends in surprisingly well and 
has its moment in the solo (most beautifully 
played by Ferruccio Vignanelli) mentioned 
above. Gino Gorini and Carlo Vidusso 
perform their parts with great spirit and 
sensitivity and are well recorded. 

The work is extremely well sung. Petri 
sounds far better here than he did in the 
recording.of L’Jtaliana in Algeri, his voice 
has lost its hollow quality and shows 
plenty of power and resonance. Caterina 
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Mancini is a warm-toned soprano (she 
often sounds like a mezzo) and Oralia 
Dominguez is superb in the contralto part. 
Giuseppe Berdini reaches a less high 
standard, but is adequate. 

The choral singing is invigorating in 
its whole-hearted fervour and _ splendid 
attack. 

Rossini often treats the text freely, 
repeating (like Mozart in one of his Masses) 
“credo” as a kind of leading motive in that 
section. The “ Hosanna”, in the dancing 
Sanctus, is given first to bass and contralto, 
then to tenor and soprano who diminish 
their tone to piano, at which point the 
chorus come in; and in the motet O 
salutaris hostia, the composer repeats “ da 
robur fer auxilium” (‘‘ give us strength, 
bring us aid ”) with fine and moving effect. 
He also joins ‘ dona nobis pacem ”’ on to 
“‘miserere nobis” in the Agnus Dei, and in 
all these instances displays insight and 
imagination. The end of the work is totally 
unexpected and I will not give it away ! 

There is some disc hum on the third side 
of my review copy and some deterioration 
in quality at the end of the last two sides, 
but not enough to worry about. In general 
the recording has a spacious sound and the 
balance is good. No doubt so enthusiastic a 
review coming from one so closely asso- 
ciated with church music of a very different 
kind may cause some raising of eyebrows, 
but I hope it may also strengthen what I 
have said. Rossini speaks here with 
sincerity and, I believe, with true spiritual 
feeling. 

His idiom is, of course, that of the 
theatre but he has been taken hold of by 
the words of the Mass in such a way that, 
like Elgar in The Dream of Gerontius, he 
might well have written on his score “ this 
is the best of me ”’. A.R 


STRAVINSKY. Symphony of Psalms. 
C.B.S. Symphony Orchestra with 
Mixed Chorus conducted by Igor 
Stravinsky. Histoire du Soldat— 
Concert Suite with Septet conducted 
by Igor Stravinsky. Philips ABL3065 
(12 in., 36s. 54d.). 

Sage of Psalms : 
L.P.O., Choir, Ansermet 
(12/51) LX3047 or (6/54) LXT2916 


Comparison between Stravinsky’s and 
Ansermet’s interpretations of the Symphony 
of Psalms is revealing. Stravinsky seems 
concerned to give the music the hieratic 
formalism and rigidity of Byzantine mosaics, 
with the outlines sharply etched and un- 
blurred, and the wind instruments pro- 
ducing tone as hard and unyielding as 
possible whereas Ansermet, as for instance, 
at the start of the fugal second movement, 
has regard for quality of tone of his oboes 
and flutes, allows his singers smoother, more 
legato, lines, makes the imitative entries at 
“et statuit super petram pedes meos ”’ less 
dynamic and the wind phrases, marked 
solo, expressivo, more expressive. In the third 
movement Stravinsky’s rhythm, after the 
opening section ‘‘ Laudate Dominum”’, 
etc., has more bite and so has the enunciation 
of his choir at the rapid staccato repetition 
of these words. In the final section of this 
movement Stravinsky gets an extraordinary 
sound from his four oboes and English horn, 
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as if the instruments were squashed together, 
and he emphasises the heavy and measured 
tread of harp and the pianos more than 
Ansermet does and does not allow the 
*cellos (divisi a 3) to produce expressive tone 
before the final, and most beautiful, 
Alleluia. | Ansermet has a fuller toned and, 
I think, a better choir and rather more 
spacious recording. 

One has to choose between the authentic 
interpretation of the composer, which will 
be hard on some ears, or the less rigid, more 
agreeable sound of Ansermet’s interpretation. 
Composers are not invariably the best 
interpreters of their works, but in this case 
I should myself choose Stravinsky in 
preference to Ansermet. The coupling may 
also be, for many, a deciding factor for 
Histoire du Soldat here makes its first appear- 
ance on LP, having been, before, long out 
of the catalogues. Stravinsky does wonders 
with his strange and limited assortment of 
instruments, clarinet, bassoon, cornet, trom- 
bone, violin, double-bass and percussion 
and, as Rollo Myers says in his little book 
on the composer, ‘‘ the cornet and fiddle 
solos have a haunting, almost hallucinatury 
quality, and the effect at the end of the 
Devil’s Triumphant March, when all the 
instruments gradually fall out and the drums 
by themselves, in a frenzied crescendo, bring 
the work to a shattering and percussive end, 
is unforgettable ”’. 

One of the most remarkable movements 
is the Great Choral, a choral of a kind music 
had never heard before, with ghostly 
echoes on violin and double bass in double 
stoppings. It illustrates the words, “‘ But 
one joy at a time, two cancel one another ”’. 

The work is strongly influenced by jazz, 
in texture and instrumentation, and, quite 
apart from the fantastic story it illustrates, 
is a fascinating study in combinations of 
sounds. A copy of the score (Chester, 6/-) 
adds greatly to one’s enjoyment of the piece. 
The masterly performance, again under the 
composer’s direction, is very well recorded. 


A.R. 


VICTORIA. Missa pro Defunctis. 
Magnificat Quarti Toni. Choir of 
the Choral Academy, Lecco, con- 
ducted by Guido Camillucci. Vox 
PL8930 (12 in., 36s. 54d.). 

Perhaps the sleeve note will put the 
matter right, but the correct title for 
Victoria’s work is Offictum Defunctorum, 
comprising the Mass for the dead (a setting 
of both Ordinary and Proper omitting, 
however, the Tract and Sequence—Dies irae 
—which would have been sung in plain- 
song), a Motet, Versa est in luctum, the 
Responsory, Libera me (sung at the Absolu- 
tion), and a setting of words from the 
second lesson in Mattins of the Office 
beginning Taedet animam (Job x. 1-7). The 
last-named is scored for four voices, all the 
rest for six voices. 

Victoria called this work, composed for 
the funeral of the Empress Maria in 1603, 
his “‘ swan-song ” and though he did not die 
until eight years later no further compositions 
—if he wrote any—have survived. 

The Officium Defunctorum is generally 
regarded as a masterpiece of the highest 
order, and so indeed it is. All the movements 
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of the Mass begin with their plainsong 
intonations (also incorporated into the 
Libera me), and the plainsong melodies are 
continued freely in the second soprano part, 
though it is not easy to detect this. The 
music is austere and needs singing of the 
utmost clarity. This, I am afraid, it does 
not get in the present recording. The 
Lecco Choir has a great reputation and 
may justly be proud of its discipline and 
its fine basses, but the recording, very 
much of the studio kind and a dead studio 
at that, allows us to hear clearly only the 
top and bottom parts and rather confused 
sounds in between. One cannot grumble 
at women’s voices being used, but the lack 
of boys’ voices is a great loss and church 
music can never be satisfyingly performed 
without them. There is some good singing 
here, particularly in the Motet and the 
Lesson, in which the choir bring out the 
pathos of the words which begin “ My 
soul is weary of life’’: but the dramatic 
and loud attack in the Introit, and else- 
where, and the far too frequent stresses on 
primary accents of words, with consequent 
pumping out of tone, are surely entirely 
unsuited to the nature of the text, of which 
the motive is “‘ Eternal rest give unto them, 
O Lord, and let light perpetual shine upon 
them ”’. It is quiet, prayerful and luminous 
treatment that are too often missing in this 
performance. 

The four-voiced Magnificat on the Fourth 
Tone (that is the fourth of the psalm tones) 
alternates plainsong and polyphony and is 
more smoothly sung. The plainsong all 
through needs a much firmer line than the 
second sopranos seem able to give it. 

This issue underlines some words I wrote 
in the Editorial of the August number 
about establishing the right conditions in 
which to record polyphonic music. Until 
that is done such works as this cannot reveal 
their spiritual beauty. 


WOLF. Fussreise; Auf einer Wan- 
derung; An eine Aeolsharfe; An 
die Geliebte ; Gesang Weyla’s 
Verborgenheit ; Der Gartner ; 
Abschied (Morike). Anakreons 
Grab; Der Rattenfanger (Goethe). 
Uber Nacht (Sturm). Und steht Ihr 
friih am Morgen auf ; Gesegnet Sei 
(Italienisches Liederbuch). Der 
Musikant (Eichendorff). Dr. Alfred 
Poell (bass), Franz Holletschek 
(piano). Nixa WLP5048 (12 in., 
36s. 54d.). 

The weighty quality of Alfred Poell’s 
voice, with the bass in it more apparent 
than the baritone—though he undertakes 
bass-baritone roles, as A.P. remarked in 
reviewing Poell’s Brahms Lieder recital 
(10/54), in the opera house—sets obvious 
limits to his song repertoire. Such a 
delicate song as Der Gédrtner lies wholly 
outside his capacity and he makes heavy 
weather of Anakreons Grab (going slightly 
flat on the most difficult note in the song) 
nor does he command the sensuous and 
soft tones needed for An eine Aeolsharfe or 
the legato and tenderness for Und steht 
Thr friih am Morgen auf vom Bette (compare 
Fischer-Dieskau rendering on D.G.G. DGM 
18005 with this one). It is natural that Dr. 
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Poell should wish to introduce as much 
variety into his recital as possible but the 
fact is that he excels in serious songs in 
which he can let his voice all out, and in 
humorous songs. 


He makes a thrilling effect at the climaxes 
of Gesang Weyla’s, Verborgenheit and Auf 
einer Wanderung and is very well suited 
by the open air heartiness of Fussreise: and 
I thoroughly enjoyed his rousing singing of 
Der Ratienfanger and the broad humour of 
Abschied, which Wolf slyly put at the end 
of his Mérike song books—it describes how 
an opinionated critic was kicked down- 
stairs (verb. sap./) Gesegnet sei would have 
been fine but for the singer’s failure, with 
his type of voice, to achieve the sudden 
softness in the last phase of the song ; Der 
Musikant, sung with delightful humour, is 
wholly successful. Franz Holletschek does 
not play the accompaniments of Fussreise 
or Auf einer Wanderung (taken too slowly) 
crisply enough, and does not give enough 
sparkle to that of Der Musikant, but he is 
good elsewhere and superlatively so in 
the brilliantly played accompaniments to 
Der Rattenfanger and Abschied, both of 
which, and especially the first, need 
virtuoso treatment. The balance is adequate 
and though the recital is a mixed bag much 
of it is highly enjoyable. 


CHORAL RECITAL. Die Nacht; 
Nachthelle (Schubert). Kinder- 
wacht (Schumann). Jugend; Psalm 
13 (Brahms). Abendgang im Lenz; 
Im Himmelreich (Reger). Zion 
hGrt die Wachter singen (Buxtehude). 
Elfenchor from ‘“‘A Midsummer 
Night’s Dream ”’ (Mendelssohn). Um 
Mitternacht (Bruckner). Hubert 
Wallner, Herbert Gréger (boy 
sopranos, Siegfried Hermann (alto). 
Vienna Boys Choir, Robert Kih- 
bacher (conductor and _ pianist). 
Philips NBR6024 (10 in., 24s. 64d.). 

How many Vienna Boys’ Choirs are 

there ? I understand that any body must 
be a quick-changing one, since voices 
break. But is there a one and only? Or 
many teams? The present one chords 
well, in the simpler things, but the 
Buxtehude is by no means a flawless 
account: of a fairly difficult piece. There 
remains the question, a sentimental one, 
of course, rather than musical, whether a 
certain immaturity in accomplishment in 
such cases is not part of the charm. Cer- 
tainly the piping speaking voices which 
carefully announce each number as it 
comes up are rather endearing. 


The recording is beautifully clear and 
‘steady and made in what must be a church 


or a public baths; there is excessive 
resonance, at least as far as the tiresome 
piano contributions are concerned, though 
this can also prove favourable in “‘ shading ”’ 
masses of treble tone. The chorus of 
Titania’s fairies is charmingly touched in, 
but I have not taken much (in a short space 
of time) to the first Reger piece, the second 
is less stodgy. As for Brahms’s most 
hackneyed pianoforte waltz arranged for 
boys’ voices and sung to some words about 
‘* Jugend ” (Youth) I fear I cannot feel 
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OPERAS & OTHER VOCAL WORKS 


AIDA (Verdi). Tebaldi, del Monaco, Stignani, etc. — 
AIDA (Verdi) : Nile scene. Tebali, del Monaco & Protti 
AIDA (Verdi) : Act 4 duets. del Monaco, w. Stignani & Tebaldi 


— & THE NIGHT VISITORS aeneaed Original T.V. 
ast 


asa AL BALLO (Menotti). La ‘Scala, w. Carosio, etc. 
ARABELLA (R. Strauss) : scenes. Schwarzkopf, Metternich, etc. 
BALLO IN MASCHERA (Verdi). C.—Toscanini, w. Nelli, Peerce 
BOHEME (Puccini). C.—Toscanini, w. Albanese, Peerce, etc. ... 
CARMEN (Bizet) : choruses. Chorus of the Opera-Comique ... 
CARMEN JONES (after Bizet). Sound track of film version ... 
CAVALLERIA RUSTICANA (Mascagni). La Scale, w. Callas, etc. 
COME YE SONS OF ART (Purcell). Deller, Ritchie, Boyce, etc. 
COSI FAN TUTTE (Mozart). Schwarzkopf, Simoneau, etc. 
DIDO & AENEAS (Purcell). Flagstad & Mermaid Theatre cast 
DON GIOVANNI (Mozart). Glyndebourne Cast—Busch, w. 
Brownlee 
— OF GERONTIOUS ‘(Elgar). Huddersfield Cho. Soc.— — 
argent . ine 
ELISIR “> AMORE (Donizetti). Gobbi, Carosio, Minti, Luise ‘ae 
ENFANT ET LES SORTILEGES Pree Danco, etc., C.— 
Ansermet ae 
FALSTAFF (Verdi). C.—Toscanini, w. Valdengo, Nelli, Elmo 
FAUST (Gounod). Paris Opera, w. Angeles, Gedda, Christoff ... 
FLEDERMAUS (J. Strauss). Vienna Opera, w. Patzac, Lipp, etc. 
FORZA DEL DESTINO (Verdi). LaScale, w. Callas, Tucker, etc. 
GONDOLIERS (Gilbert & Sullivan) . d’Oyly Carte Opera Co. 
GOTTERDAMMERUNG (Wagner): scenes. Flagstad, C.— 
Furtwangler .. 
HANSEL & GRETEL (Humperdinck). 
i. ke 
IOLANTHE (Gilbert & ‘Sullivan). d’ ‘Oyly Carte Opera Co. 
ITALIANA IN ALGERI (Rossini). La Scala, w. Simionato, etc. 
— (Moussorgsky). Belgrade National Opera 


LIED VON DER ERDE (Mahler). Ferrier, ‘Patzac—Bruno ‘Walter 
LUCIA DI LAMMERMOOR (Donizetti). La Scala, w. Callas, etc. 
MADAMA BUTTERFLY (Puccini). Angeles, di Stefano, Gobbi. 
MAESTRO DI CAPPELLA (Cimarosa). Corena (bass) & orch. 
MAGIC FLUTE (Mozart). Lipp, Dermota, Kunz, Seefried, etc. 
MANON LESCAUT —? Tebaldi & del Monaco, etc. Rome 
MASS IN B MINOR (Bach). C.—Karajan, w. Schwarzkopf, Gedda 
MERRY WIDOW (Lehar). Schwarzkopf, Gedda, em cC.— 
Karajan . 
MESSIAH (Handel). Huddersfield Choral Soc. —Sargent. 
MESSIAH (Handel) : excerpts. L.P.O. & Choir—Boult 
MIKADO (Gilbert & Sullivan). d’Oyly Carte Opera Co. 
NIGHT IN VENICE (J. Scrauss). Schwarzkopf, Gedda, Kunz. 
NORMA (Bellini). La Scala, w. Callas, Stignani, Fillipeschi a 
NOZZE DI FIGARO (Mozart). Schwarzkopf, Jurinac, Seefried 
ORFEO (Gluck) : abridged. Kathleen Ferrier, Glyndebourne ens. 
OTELLO (Verdi). del Monaco, Tebaldi, Protti, Rome ens. 
OTELLO (Verdi) : abridged. Vinay, Steber & Guarrera 
OTELLO (Verdi) : Otello’s arias. Mario del Monaco (t) 
OEDIPUS REX (Stravinsky). Modl, Pears, etc., ¢.—Stravinsky 
PAGLIACCI (Leoncavallo). La Scala, w. Callas, di Stefano af 
PRINCESS IDA (Gilbert & Sullivan). d’Oyly Carte Opera Co. 
PURITANI (Bellini). La Scala, w. Callas, di Stefano, etc. “ 
REQUIEM (Faure). Brasseur Cho., Lamoureux Orch. —Fournet 
REQUIEM (Verdi). C.—Fricsay, w. Stader, Rader, Krebs, Borg 
RUDDIGORE (Gilbert & Sullivan). d’Oyly Carte Opera Co. ... 
SERAGLIO (Mozart). Stader, Hafliger, Greindl, Streich, etc. 
ST. NICHOLAS (Britten). Pears, Aldburgh Festival Ensemble 
TALES OF HOFFMAN sires Film Cast & R.P.O.— 
Beecham ee eee ee 
TE DEUM (Berlioz). Young, i P. Ch., R. P. O. —Beecham 
TOSCA (Puccini). La Scala—Sabata, w. Callas, di Stefano 
TRAVIATA (Verdi). Tebaldi, Poggi, Protti, Rome ensemble 
TRAVIATA (Verdi) : 4 duets. Tebaldi & Poggi ... 
TRIAL BY JURY (Gilbert & Sullivan). d’Oyly Carte Opera Co. 
TROVATORE (Verdi). Bijorling, Milanov, Barbieri, Warren 
Tu — OF THE SCREW (Britten). English Opera Gp., w. rm. 


VIENNA BLOOD (J. Strauss). Schwarzkopf, Gedda, Kunz... 
— (Wagner). C.—Furtwangler, w. Modl, Suthaus, 


WINTERREISE’ (Schubert). Hans Hotter (br.) & G. Moore (pf.) 


Schwarzkopf, Grummer, 
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OPERATIC & SONG RECITALS 


VICTORIA DE LOS ANGELES,” ‘soprano 

ALP1I063 = Traditional Spanish Songs, guitar accs. 

BLP1037 7 Popular Spanish Songs (Falla)/Tonadillas 

ALPII85 Canto a Sevilla (Turina), w. L.S.O. 

JUSSI BJORLING, tenor 

BLPIOS3 Duets w. Merrill : Forza, D. Carlo, Otello, Boheme, etc. ... 
BLPIOSS5 Arias—Pagliacci, Faust Boheme, Carmen, Africana, etc. 
ALPII87 16 songs—Grieg, Schubert, Liszt, Wolf, Strauss, etc. 
MARIA MENEGHINI CALLAS, soprano 

CX1204 ~— Puccini arias—Turandot, Manon, Butterfly, Boheme, etc. 
CX1231 Arias—Wally, Barber, Dinorah, Lakme, Adriana, etc. 
MARIO DEL MONACO, tenor 

LW5168 Italian songs—Mattinata, Addio a Napoli, Catari, etc. 
LWS5093 Arias—Pagliacci, Gioconda, Forza, Rigoletto ... 

LW5II8 Scenes from Pagliacci & Cavalleria Rusticana ... 

LW512I Arias—Loreley, Tabarro, Chenier, Turandot, etc. 
GIUSEPPE DE LUCA, baritone 

AXL2007_ Arie Antiche—Amarilli, Pur dicesti, Caro mio ben, etc. 
MURRAY DICKIE : Songs of the British Isles. NBR60I6 ... ‘a 
DI STEFANO : Neapolitan songs (Marechiare, Catari, etc.). BLPI052 
KATHLEEN FERRIER, contralto 

LX3040 Blow the wind Southerly, Ma bonny lad, etc., etc. 

LX3098 Banks & Braes, Crimson petal, Drink to me only, etc. 
LX3133 Songs of Bridge, Parry, Stanford, V.-Williams, etc. ... 
LXT2850 Brahms—Song Recital & Alto Rhapsody 

LW5072 Arias—Rodelinda, Serse, Orfeo (What is Life), Elijah 
LW5076 Handel arias—Samson, Messiah, Judas Maccabeus ooo 
LW5083 Bach arias—Matthew Passion, John Passion, B minor Mass ... 
LW5089 Frauenliebe und Leben (Schumann) 

LW5094 Brahms—Four Serious Songs... 

LW5098 Schubert & Schumann songs (Widmung, An die Musik, etc. ) 
LW5123 Mahler—Three Ruckert Songs ... bee pon j 
DIETRICH FISCHER-DIESKAU, baritone 

ALPI066 Beethoven—Ferne Geliebte/Schubert—6 Heine songs 
ALPI143 = Recital of Wolf Lieder on one , 
BLPI068 Liederkreis (Schumann) song ode 

ALPI270 Mahler—Songs of a Wayfarer/Brahms—song recital . 

GIGLI : Neapolitan songs (Torna a Surrento, Santa Lucia, etc., etc.) HMV. 
HILDE GUEDEN, soprano 

LWS5133 Viennese Operetta arias—(Strauss, Lehar, Kalman, etc.) 
LW5!78 Arias—Traviata, Falstaff, Schicci, Turandot . an 
ERICH KUNZ : Viennese Popular and Traditional songs. C1032 ... 
MILANOV : Arias—Forza, Aida, Trovatore, Gioconda, Cavalleria HMV 
MONTEVERDI Madrigals & other vocal music. Boulanger Ensemble. 


PETER PEARS, tenor, acc. BENJAMIN BRITTEN 
LXT2941 Britten—Illuminations & Serenade—tenor, horn, etc. 
LW5122 British folk songs, arr. Britten. (Sally Gardens, etc.) 
POGGI : 
REIZEN & Others : Scenes from Russalka & Sadko. MWL337 
RITCHIE : Songs of Purcell, Mozart, Boyce, Schubert, etc. NLP92! 


RUSSIAN CATHEDRAL CHOIR (Paris) : Pontifical apne NBR6002 
1 


ERNA SACK : Songs & Operetta arias. LGM65015 
ELISABETH SCHWARZVOPF, soprano 

CX1040 ~— Recital of Schubert Lieder acc. Edwin Fischer “a 
CX1044 = Song Recital (Bach, Beethoven, Strauss, Wolf, etc.) ... 
CX1107_~—sR.. Strauss—4 Last songs & Capriccio : finale 

CESARE SIEPI, bass 

LW5148 Verdi arias—Don Carlo, Nabucco & Ernani 

LW5169 Arias—Salvator Rosa, Boccanegra, Huguenots, Juive, ete. ee 
TAUBER : Arias—Land of Smiles, Paganini, Frederike, etc, etc. PAR. 
RENATA TEBALDI, soprano 

LW5044 Scenes from Boheme & Madama Butterfly 

LW5065 Arias—Aida, Trovatore, Tosca, & Manon Lescaut 

VIENNA BOYS’ CHOIR 

Recital—Mozart, Schubert, Pergolesi, etc. . 

NBR6013_ Recital—Verdi, Plaestrina, Scarlatti, Victoria, etc. 

ROBERT WEEDE, baritone 

CTL7080 Arias—D. Carlo, Traviata, Rigoletto, Otello, Ballo, etc. 


2, 3, and 4 


LONDON, W.C.1. 
LONDON, W.C.2. 
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Home Orders for LP’s post free ; just remit the Record Price(s). 


BRU. 
OFFENBACH : Scenes—Belle Helene & Orpheus in the Under world. NIX. 
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enthusiastic, though people like these 
things, even massed girls singing ‘‘ Che 
gelida manina”’, so I do not think pros- 
pective buyers are likely to need to worry 
about the occasional lapse. The major 
portion of the disc is pleasing. Schubert’s 
“ Die Nacht ” is really melting. P.H.-W. 


CALISE SONG RECITAL. Te voglio 
bene (Rascel). L’Amore mio e 
Francese (Calise). Comme facette 
Mammeta ? (Capaldo). Malatia; 
Zingarella (Romev). Luna Rossa 
(Viah). Warca lucente (Mangieri). 
Accarezzame (Calvi). Ugo Calise 
(tenor and guitar). Columbia 3381077 
(10 in., 27s. 34d.). 

A mild case of singing, this. Crooning 
comes into it; mouthings near the micro- 
phone, hummings and, in one instance, also 
whistling. The guitar accompaniments are 
pleasant if unambitious ; extra rhythmical 
point is made by tapping the wood of the 
instrument. In a night club it might seem 
the last word in charm, but on a record the 
fragility of such music shows up perilously. 
Portuguese fados have more twang than 
this, while the kind of Neapolitan recital, 
which a Gigli or a Caruso made us enjoy, 
always expected more adventurous singing. 
Let us also forget Elisabeth Schumann’s 
whistling songs. Signor Calise reminds me 
a little of George Metaxas and is no doubt 
a nice fellow. But a little goes a long way. 

P.H.-W. 


ITALIAN AIRS. Un certo non sd ché 
(Vivaldi). Come raggio di sol 


(Caldara). Ogni pena pia spietata ; 
La Passione VII, IV, II (Pergolesi). 


Piacere d’amore (Martini). Gia il 
sole dal Gange (A. Scarlatti). Caro 
laccio, dolce nodo (Gasparani). Sen 
corre VPagnelletta’ (Sarri). Deh, 
pia a me non v’ascondete (Bonon- 
cini). Piangete, ohimé piangete 
(Carissimi). Danza danza (Durante). 
Magda Laszlo (soprano), Franz 
Holetschek (piano). Nixa WLP5375 
(12 in., 36s. 54d.). 

This is an altogether charming recital of 
Italian songs of the seventeenth and 
eighteenth centuries, and Laszlo amply 
demonstrates that the idiom is not altogether 
uncongenial to her. The voice is well 
recorded in a sympathetic acoustic, but 
would, I feel, have been better supported 
by a harpsichord. Holetschek, for all his 
artistry, cannot conceal the fundamental 
economy of texture in the accompaniments 
of these songs, and it is certain that the tone 
of a good harpsichord would have done 
much to bring the songs to life. 

It is a little odd, to say the least, when one 
hears Plaisir d’amore in a recital such as this. 
Not only is it not an Italian song (Laszlo 
sings it here in French, which is the correct 
language) ; it is not even by an Italian 
composer. Martini—a German—spent 
the greater part of his life in the midst of 
French company and culture, and would 
hardly have been flattered by the inclusion 
of his best-known song in this particular 
programme. Nevertheless, as a recital it is 
most enjoyable, and Laszlo’s splendid voice 
is heard to considerable advantage. D.S. 
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GERSHWIN. Porgy and Bess. 

Porgy Lawrence Winters (bar.) 
Bess Camilla Williams (sop.) 
Clara June McMechan (sop.) 
Serena Inez Matthews (sop.) 
Sporting Life Avon Long (ten.) 
Crown Warren Coleman (bar.) 
Chorus and Orchestra conducted by 
Lehman Engel. Produced for records 
by Goddard Lieberson. Philips 
NBL5c 16-18 (three 12 in., 97s. 1$d.). 


The first time I saw Porgy was in the 
Zurich opera house where it was part of 
the repertory. The company just changed 
from their Butterfly wigs and make-up to 
darker shades of hair and complexion. But 
they still sang it in Swiss German! Odd? 
Possibly. But it was a good introduction 
to Porgy because it stressed the fact that 
this is genuine opera, every bit as much as, 
say, Manon, whose story it even faintly 
resembles. It is not musical comedy, 
because the music is the dramatic agent, 
not just a decoration. Much of that 
music is justly popular. I find the lovely 
‘*Summertime”’ stands up to endless 
repetitions; ‘“‘ Bess, you is ma woman 
now ” and Sporting Life’s highly unedifying 
‘* It ain’t necessarily so ” are highly durable 
numbers, though I find that ‘‘ I got plenty 
of nuttin’” wears thin. Much of the 
atmospheric music, street cries, the ulula- 
tions of the hymn-singers and so on is 
highly attractive and the producer of this 
full score (without even the usual stage 
cuts as far as music goes) has translated 
the whole feeling of that swarming world 
of Catfish Row on to disc most vividly. The 
part which pukkah musicians may shy at, 
however, is the part where Gershwin 
rhapsodizes and makes ‘‘ symphonic poems ”” 
out of the appealing tunes. Charpentier 
in Louise, Puccini in the prelude to Tosca, 
Act III, did that kind of thing marvellously. 
Gershwin, in my opinion, does not bring it 
off well enough. That said, this account of the 
lively work is a very good one. Leonard Engel 
is just the conductor to get the best out of 
the score, and the cast is splendid, which 
goes also for all the highly individualised 
chorus roles, some of them, rightly enough, 
entrusted to untrained negro voices. Camilla 
Williams (whom we were not allowed to 
hear as Butterfly at the Sadler’s Wells) 
sings Bess from the heart most touchingly. 
Lawrence Winters exactly suggests the 
dogged loyalty of Porgy and purveys some 
of that wonderful relaxed charm of the 
American Negro; and Avon _ Long’s 
Sporting Life is as good as Cab Calloway’s, 
which is saying much. But shouldn’t 
Crown sound a more furiously aggressive 





The Beggar’s Opera 

Two recordings of this opera are scheduled 
for release this month, one from Argo and 
the other from ‘‘ H.M.V.”. Unfortunately, 
no pressings were received in time for a 
review to appear in this issue but it is 
hoped that a full comparative review will 
appear in the November issue. 


male note in his voice? By ear alone, the 
seduction at the picnic (or, should I say, 
re-seduction?) sounds mild, compared at 
least to the effect it is usually given—in the 
flesh. For those who want more than the 
few plums of Porgy, then, this is recom- 
mended. The recording is fine. 
P.H.-W. 


MOZART. Don Giovanni. 
Don Giovanni Cesari Siepi (bass) 
Donna Anna Suzanne Danco (sop.) 
Don Ottavio Anton Dermota (ten.) 
Donna Elvira Lisa della Casa (sop.) 
Leporello Fernando Corena (bass) 
Il Commendatore Kurt Boehm (bass) 
Masetto Walter Berry (bar.) 
Zerlina Hilde Gueden (sop.) 
Vienna Philharmonic Orchestra, 
Vienna State Opera Chorus con- 
ducted by Josef Krips. Decca 
LXT5103-6 (four 12 in., 145s. 1od.). 
Vienna Op. and S.0., Swarowsky (6/52) HLP2030 
Glyndebourne, Busch (12/54) (H)ALP1199-1201 
VSO, Moralt (9/55) ABL3069-71 

From the buyer’s angle the essential 
difference will no doubt be remarked from 
a glance at the price! Unlike H.M.V.’s 
Glyndebourne or last month’s beautiful 
new Philips Don, this superb Decca account 
takes not six sides but eight (as did Nixa’s). 
The result from an unworldly and musicianly 
point of view is all gain. Not merely that 
where a slower tempo pays off, it is adopted 
—for instance in the terzetto “Ah taci 
ingiusto cor ”’—for Don, Leporello and 
Donna Elvira, but in the impression that 
there is more air and space round the 
performance, the pause of a couple of 
seconds before rushing forward pays off 
in elegance and “ style”. Krips takes full 
advantage of this to establish a mood 
where grace, lack of strain, a “ singing” 
ease in phrasing shall allow the finest to 
emerge of which this fine cast is capable 
(Dermota, Danco and Della Casa are at 
their very best, whereas one can easily 
imagine situations, especially with time 
pressure applied, where these three might 
not be). 

A musical gain: but, in a wicked world, 
it does mean that by the end of side 2 we 
have not even got near the vengeance aria 
and that side 6, which was the last Glynde- 
bourne side, only ends with “ Mi tradi”’. 
But that also means there is no silly cutting 
up of the score for economy. Other things 
apart, the actual recording is very g 
indeed. No pre-echo, only a slight deteriora- 
tion of quality in Giiden’s beautifully sung 
‘* Batti batti ” (she is much the best of the 
four Zerlinas in the LP Don versions). There 
may be less urgency and mystery about the 
proceedings, but there is certainly stage 
sense. The Don’s laugh at the end of the 
Champagne aria and his final shriek and 
also Elvira’s are most realistic and generally 
the quality which one can only call presence 
is very finely reproduced—though Glynde- 
bourne’s pre-war performance is by no 
means outclassed at all dramatic points. 
Balance is marvellously good, the singers 
generally sounding a fraction closer to us 
than in last month’s Philips. 

Comparisons are said to be odious, 
though we all know they are the life blood 
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of criticism. The only reason I dislike 
making a catalogue of “‘ differences” is 
because these LP Mozart operas are not 
different in the enormous amount of 
pleasure they give: the differences are in 
the slight blemishes and one seems therefore 
to be denigrating and compiling lists of pin 
pricks. This new Decca set then gives 
enormous pleasure, as do also Philips and 
the H.M.V. Glyndebourne which you may 
well be indisposed to change if you have it. 
How best can I indicate where and how 
this Decca set excels ? 

Apart from the speed question already 
mentioned, which I think a positive gain 
and much nearer to the way Mozart must 
first have been sung, as indeed it was until 
about 1914, there is the question of person- 
alities, say the conductor’s or Donna 
Anna’s. Dr. Krips seems to me less severe, 
less strict and more willing to be genial and 
“Bruno Walterish” than either Dr. Moralt 
or the late Fritz Busch. Compare the Don’s 
serenade “‘ Deh, vieni alla finestra”’: here 
Siepi is allowed to sing it as slowly as Tita 
Ruffo did, yet the rhythm is not slacked. 
The ensembles are allowed (one would say) 
to “sing themselves ’’ with no sense of a 
ruthless task-master watching near. Singers 
respond to such treatment provided they 
don’t get above themselves, and I must say 
I welcome Mozart singing which sounds 
neither apologetic nor downright terrified, 
that sort of reverent mincing which is 
frankly what I have often heard. The results 
in Don Ottavio’s ‘Dalla sua _ pacé”’, 
which Dermota sings ravishingly, seem to 
me to justify wholly Krips’ method : this is 
a performance which some people will call 
feminine (in a disparaging sense) and others, 
including myself, will call divine. Taste, at 
this point, rears its controversial head ! 

Let us look at the cast in more detail. If 
Gueden, as I said, comes out as the best of 
the four LP Zerlinas, Della Casa is only 
just inferior to Jurinac in the two cruel tests 
and far better than the other two rivals ; 
** Mi tradi” strains her a little and one 
would say she is too bland, less of a char- 
acter than Jurinac in the role. But for 
sheer beauty of phrase she sometimes goes 
to the top (example: the relaxed and limpid 
** La mia credulita ” in the terzet, without 
the usual crowing at that point). 

For Donna Anna no doubt one wants 
Destinn and Rethberg or Leider. Mme 
Danco, with her fine ear and sure method, 
still does not always capture our imagina- 
tion ; her basic tone is bright and that of a 
lyric Belgian soprano, without force, warmth 
let alone passion. Though Zadek’s person- 
ality seemed too gentle for the role, I 
slightly preferred her rendering on Philips, 
but have to admit I see fresh excellences in 
Mme Danco’s accuracy and musicianship 
at each playing ; what is more, one cannot 
deny that she subtly colours her tone. In a 
neat, quiet way, she can sound quite 
menacing and sinister. 

The men, including Dermota, are 
excellent, but the Commendatore is less 
good than Philips’s Weber and the timbre 
of both Leporello and the Don is open to 
discussion. Surely the Don’s role belongs 
truly to a baritone ? Siepi is the least 
baritonal and most characteristically basso 
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of the four on LP. But if that does not worry 
you, his actual singing, if not as stylish as 
Glyndebourne’s Brownlee, is nimble, signi- 
ficant and marvellously rich and masterful. 
Corena (Edinburgh’s Falstaff) is a grand 
vocal actor, his strong, deep Leporello, with 
exemplary words (all the Italian is good and 
clear by the way) and his great delight in 
the part is an asset, though one cannot 
overlook the lack of contrast where the 
Don and his “man” both seem to have 
the same bass cast of voice. 

Awkward though it may be to keep 
piling on superlatives, I must end shortly 
by saying I now think, at the time of writing, 
that this Decca set is the best yet. 

P.H.-W. 


RIMSKY-KORSAKOV. May Night. 
The Mayor Sergei Krasovsky (bass) 
Levko Sergei Lemeshev (tenor) 
The Mayor’s Sister-in-Law 

Evgenia Verbitskaya (mezzo-sop.) 
Hanna 
Veronica Borisenko (mezzo-sop.) 
The Mayor’s Clerk 
Vsevolod Tutunnik (bass) 
The Distiller 
Beniamin Shevtsov (tenor) 
Kalenik Pavel Volovov (bar.) 
Pannochka 
Irina Maslennikova (sop.) 
Nadezhda Kliagina (mezzo- 
Rusalki Elena Gribova sops.) 
Olga Insarova on 

Chorus and Orchestra of the 

U.S.S.R. State Bolshoi Theatre 

Academy conducted by Vasili 

Nebolisin. Monarch MWL338-40 

(three 12 in., 10gs. 44d.). 


I made a brief mention of this recording 
in March, 1955 before it was made 
generally available in this country. 

The music is charming and, except for the 
comic scenes. full of lyrical melody that is 
most appealing. 

The first act has practically no incident 
in it and consists mainly of Levko’s romance, 
a love-duet, and his account of the legend 
of an old deserted castle. Rimsky-Korsakov 
always had difficulty in writing a convincing 
love duet and this is one lacking passion— 
it rather recalls the widows’ duet in 
Smetana’s opera, The Two Widows—but is 
very pretty. The second act is concerned 
with the odd goings on at the Mayor’s house 
and in the last act we have the beautiful air 
Levko sings to the accompaniment of the 
bandore, the appearance of the Rusalki, and 
the clearing up of the complications of the 
plot. 

It is all uneventful and amiable but makes 
pleasant listening. The May night does 
seem to have got into the music. 

Sergei Lemeshev is not a Smirnoff—I 
remember his exquisite singing of the third 
act aria in the Beecham Drury Lane season 
of 1914—but he is a good and reliable 
artist and gave me unfailing pleasure, and 
Veronica Borisenko makes a charming 
Hanna, singing with steadier tone than the 
Russian ladies usually seem able to produce. 
Sergei Krasovsky’s fine-voiced Mayor is 
suitably pompous, and Beniamin Shevtsov’s 
Distiller is a well-etched portrait of this 
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entertaining character. The chorus, too 
distant and indistinct when they should be 
in the foreground, sing with much spirit, 
and the orchestral playing is excellent. 

The recording lacks spaciousness but is 
not at all bad, and those who are, as I am, 
addicted to Russian opera will enjoy this 
issue a lot. A.R 


ROSSINI. Il Turco in Italia. 
Selim Nicola Rossi-Lemeni (bass) 
Fiorilla 
Maria Meneghini Callas (sop.) 
Narciso Nicolai Gedda (ten.) 
Zaida Jolanda Gardino (mezzo-sop.) 
Albazar Piero de Palma (ten.) 
Geronio Franco Calabrese (bass) 
Prosdocimo Mariano Stabile (bar.) 
Orchestra and Chorus of La 
Scala Opera House, Milan, con- 
ducted by Gianandrea Gavazzeni. 
Chorus Master: Vittore Veneziani. 
Elio Cantamessa (harpsichord). 
Columbia 33CXS1289, 33C-X1290-1 
(three 12 in., £4 17s. 54d.). 

The date is 1814, before jokes about 
dark skins and red faces were thought to 
be in dubious taste. It is a year later than 
L’Italiana in Algeri and is, as it were, the 
return match for that highly successful 
tale of a pretty white lady among the 
darkies. Here the basso Selim sails in (on 
a wonderfully wavy sea of a chorus) to 
spread consternation among Italian hus- 
bands, especially Geronio, whose wife 
Fiorilla is only too ready to offer the 
visiting Turco her coffee and possibly more. 


Reviewing other Rossini complete issues?. 
I have been struck by how much o 
Rossini’s delight is due to using eyes and 
ears at once. A Barber even by ear is 
nothing like the fun of a good stage per- 
formance, and those who have been lucky 
enough to catch this Scala Turco assure us 
that on the stage it was wonderfully funny. 
Without being able to guarantee that it 
will convulse you, as a set of records, I have 
to say that it is remarkably untedious. 
Rossini (unlike, say, Donizetti) does not 
repeat himself, even if the formulae are 
often the same. Two years before the 
Barber he seems to be rehearsing himself 
for all those inimitable ensembles which 
gather speed like express trains and suck 
you along behind them, like a wisp of 
paper from the platform. There are some 
dazzling moments. 


Unlike L’Jtaliana, the vocal pattern here 
sets soprano (rather than mezzo) against 
high bass baritone and basso in a series of 
numbers, into which tenor tones or an 
occasional jealous second lady sometimes 
intrude. But these latter have little to do. 
I shouldn’t be surprised if the relative 
unimportance of the tenor allocation 
hadn’t something to do with the opera’s 
comparative neglect. There is no “ Ecco 
ridente ”, no ‘‘ Se il mio nome ”’, and the 
tenor aria, not superlatively well sung by 
Gedda, is one of the duller patches. 
Stabile has a Don Alfonso role; as a 
‘poet’, which is his description in the 
score I have followed. He sets the scene 
here and there and, of course, does it 
delightfully. The rival gentlemen both 
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DON GIOVANNE oo 


DONNA ANNA SUZANNE DANCO 
DONNA ELVIRA LESA DELLA CASA 
ZERLINA HILDE GUEDEN 
ANTON DERMOTA 
DON GIOVANNI CESARE SIEP! 
LEPORELLO FERNANDO CORENA 
i. COMMENDATORYK. KURT BOEHME 
MASETTC WALTER BERRY 


“ih THE CHORUS OF THE VIENNA STAI! OPERA 
and THE VIENNA PHILHARMON!: OS CHEST 


JOSEF KRIPS / 


a 


Decca long playing 334 r.p.m. ffrr records 


3 — Don Giovanni 


: Sung in Italian Complete 

ovanni CESARE SIEPI (Bass) 

a SUZANNE DANCO (Soprano) 
io ANTON DERMOTA (Tenor) 

a Elvira LISA DELLA CASA (Soprano) 
elo FERNANDO CORENA (Bass) 
toe KURT BOEHME (Bass) 

o WALTER BERRY (Baritone) 
erlina HILDE GUEDEN (Soprano) 


THE VIENNA PHILHARMONIC ORCHESTRA 
AND THE VIENNA STATE OPERA CHORUS 


conducted by JOSEF KRIPS 
LXT 5103-6 
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Decca long playing 334 r.p.m.ffrr records 
Die Kauberflote 
( The Magic Flute) 
MOZART 


Sung in German Complete Music 
The Queen 
of the Night WILMA LIPP (Soprano) 
Pamina HILDE GUEDEN (Soprano) 
Papagena EMMY LOOSE (Soprano) 
First Lady JUDITH HELLWIG (Soprano) 
Second Lady CHRISTA _LUDWIG (Soprano) 
Third Lady HILDE ROSSL-MAJDAN ( Mezz0-Sop. 
First Boy DOROTHEA SIEBERT (Soprano) 
Second Boy RUTHILDE BOESCH (Mezz0-Sop). 
Third Boy EVA BOERNER (Contraito) 
Tamino LEOPOLD SIMONEAU (Teno: 
Monostatos AUGUST JARESCH (Tenor) 
Sarastrro KURT BOEHME (Bass) 
Papageno WALTER BERRY (Baritone) 
The Speaker PAUL SCHOEFFLER (Bass) 
First Priest ERICH MAJKUT ( Tenor) 
Second Priest HARALD PROGLHOF (Buss) 
First armed Man JOSEPH GOSTIC( Tenor) 
Second armed Man LJUBOMIR PANTSCHEFF (as: 


THE VIENNA PHILHARMONIC ORCHESTRA 
AND THE VIENNA STATE OPERA CHORUS 
conducted by KARL BOHM 


LXT 5085-7 
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Le Nozze di Figaro 


(The Marriage of Figaro) 
MOZART 


Sung in Italian Complete 


Count Almaviva ALFRED POELL (Baritone) 
Figaro CESARE SIEPI (Bass) 

Doctor Bartolo FERNANDO CORENA (2as:) 
Don Curzio HUGO MEYER-WELFING (Ten 
Don Basilio MURRAY DICKIE (Tenor) 

Antonio HARALD PROGLHOF (Bus) 
Countess Almaviva LISA DELLA CASA (Soprano) 
Susanna HILDE GUEDEN (Soprano) 
Cherubino SUZANNE DANCO (Soprano) 
Marcellinn HILDE ROSSL-MAJDAN (Mezzo-Sop.) 
Barbarinn ANNY FELBERMAYER (soprano) 
THE VIENNA PHILHARMONIC ORCHESTRA 


AND THE VIENNA STATE OPERA CHORUS 
conducted by ERICH KLEIBER 


LXT 5088-91 
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Boris Godunov 

MUSSORGSKY 

Sung in Russian 
MIRO CHANGALOVICH ‘Bass; 
SOFIYA JANKOVICH ( ifez:o-Sop. 
ZLATA SESARDICH (Soprano) 
Nurse MILITZA MILADINOVICH ( Mezz0-Sop. 
STEPAN ANDRASHEVICH (Teno 
DUSHAN POPOVICH (Baritone) 
BRANKO PIVNICHKI (Bass) 
MIRO BRAJNIK (Tenor) 


Boris Godunov 


Fyodor } his children 
Xenia 


Prince Shuisky 
Shchelkalov, Sec..of the Duma 
Pimen, a monk 


False Dmitri (Grigori Otrepiev) 


Marina Mnichek, daughter 
of the Voevod of Sandomir MELANIE BUGARINOVICH ( Mezzo-Sop. 
Varlaam | vabagonds ZHARKO TZVEYCH (Bass 
Missail J STEPAN VUKASHEVICH (Tenor) 
Innkeeper BISERKA KALUCHICH (.\Mezzo-Sop.) 
Idiot NIKOLA JANCHICH (Tenor) 
Police Officer ILYA GLIGORIEVICH (Bass) 
Krushchov, a Boyar ZHIKA MILOSAVLIEVICH ( Tenor) 
Lavitshy \ jesus DRAGOMIR NINKOVICH (ass) 
Chernikovsky IVAN MURGASHKI (2:;;) 


THE CHORUS AND ORCHESTRA OF THE 
NATIONAL OPERA, BELGRADE 
conducted by KRESHIMIR BARANOVICH 
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have young, strong, dark voices and both 
are admirable actors. If it is said that 
Rossini had something else in mind in the 
florid singing which falls to them than 
what we hear on these records, I cannot 
say I know other modern basses or bass 
baritones who would deal with it any 
better. I prefer either to Petri in 
L’Italiana reviewed by A.R. Calabrese is, 
in fact, at his best when he is joined by 
Callas in the duet “ Per piacere alla 
signora”’. The husband and wife ex- 
changing “‘ Perdonate ”’ and “* Mi lasciate ” 
is quintessential Rossini and grand vocal 
acting. All through, Mme. Callas acts 
vividly, chiding, boasting, melting ; one 
can ‘‘see”’ the performance, and when in 
typical Rossinian style she is given a “‘ key ” 
figure, each repetition of it carries, so one 
thinks, a slightly different meaning. I found 
myself teased by memories of these little 
phrases for hours afterwards, though 
neither of her big arias contains anything 
quite up to the best in the Barber. On her 
own and when in lighter voice, Mme. 
Callas is admirably the Rossinian heroine, 
and she has such go and gusto in the 
ensembles, one forgives the crowing and 
the occasional bagpipe skirl. Spontaneous? 
Never—in the Galli-Curci blythe, canary 
style. But an artist! She reminds me 
very much of Columbia’s Mercedes Capsir, 
a singer too easily written off in the old 
days. The recording of the ensembles is 
not flawless, nor is the ensemble in every 
case dead true or perfectly finished, but the 
set as a whole yields much enjoyment. 
H.-W. 


TCHAIKOVSKY. Mazeppa—Excerpts 
from Act II, Scenes I and II. I. 
I. Yashugin, I. Shashkov, S. 
Preobrajenskaia, N. Serval, I. 
Alexeev with Kirov Leningrad State 
Theatre Orchestra conducted by 
Boris Khaikin and Alexis Ivanov 
with State Academic Bolshoi 
Theatre Orchestra conducted by 
Basil Ivanov. Monarch MWL353 
(12 in., 36s. 54d.). 

These excerpts are taken from the second 
act of the complete recording of the opera 
and consist of the long orchestral intro- 
duction and the dungeon scene in Mazeppa’s 
castle, and the following scene in a room of 
Mazeppa’s castle. 


Mazeppa is in love with the daughter of 
Kochubey, an old and wealthy Cossack, 
who is unwilling to have her marry him. 
He is cast into the dungeon of the warrior’s 
castle and there bemoans his state in a 
monologue which rises to a fine climax. In 
the other scene Mazeppa has a beautiful 
air in which he broods on the starry night 
which seems to accuse his evil thoughts— 
for he has determined to kill Kochubey. 
A love duet between Marya, his daughter, 
and Mazeppa follows and then a very 
dramatic scene in which Kochubey’s wife 
reveals to their daughter the cruel deed 
Mazeppa has in mind and which she cannot 
at first believe. The two rush off to try to 
forestall the executioner’s axe. 


As Gerald Abraham says in his chapter 
on T’chaikovsky’s opera in the Symposium, the 
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composer has been unable to make a real 
living character out of Mazeppas as 
Moussorgsky did with Boris or even Rimsky- 
Korsakov with Ivan the Terrible, but the 
extracts here recorded present him not only 
as a melodramatic villain but as a feeling 
human being, and one’s interest is held. 

The singing is good without being 
exceptional. Nina Serval (Marya) has some 
fine and ringing notes in her vibrant voice 
and both Alexei Ivanov (Mazeppa) and 
Ivan Yashugin (Kochubey) are excellent, 
as also is the orchestra under Basil Ivanov. 
The recording, however, seems to have 
been done in a “‘ dead ” studio and has no 
body, and there is some tape hum on my 
copy of the disc. 


STRAUSS, R. Ariadne auf Naxos. 
Ariadne Elisabeth Schwarzkopf 
(sop.) 
Rita Streich (sop.) 
Irmgard Seefried 
(sop.) 
Bacchus Rudolf Schock (tenor) 

Der Hauschofmeister 

Alfred Neugebauer 
(speaking part) 
Karl Dénch (bar.) 


Zerbinetta 
Der Komponist 


Ein Musiklehrer 


Ein Offizier Gerhard Unger (tenor) 
Ein Tanzmeister Hugues Cuenod 

(tenor) 

Ein Periickenmacher Erich Strauss 

(bar.) 

-) 

) 

) 


Ein Lakai 
Najade 
Dryade 


Otakar Kraus ( 
Lisa Otto (sop. 
Grace Hoffman (con. 
Echo Anny Felbermayer (sop.) 
Harlekin Hermann Prey (bar.) 
Scaramuccio Gerhard Unger (tenor) 
Truffaldin Fritz Ollendorf€ (bass) 
Brighella Helmut Krebs (tenor) 
Philharmonia Orchestra conducted 
by Herbert von Karajan. Columbia 
33CX1292-94 (three 12 in., rogs. 44d.). 


I was fortunate enough to be present at 
the first performance in this country of 
Ariadne auf Naxos in its original version, 
given under the direction of Sir Thomas 
Beecham at Her Majesty’s Theatre in 1913, 
and I agree with Sir Thomas that the revised 
version, though made necessary on practical 
and economical grounds, is inferior to the 
original : though time has shown (contrary 
to expectation) that it has held the stage, as 
indeed it fully deserves to do. 


The weakness of the revised version shows 
particularly at the end of the opera in 
which, as originally given, Zerbinetta and 
her companions reappear and, _ before 
dancing off, comment ironically on the 


proceedings. M. Jourdain then goes to view _ 


the fireworks which are, in his opinion, the 
really important matter of the evening’s 
entertainment. In the revised version 
Zerbinetta alone puts in a brief appearance. 
For compensation we have, of course, the 
lovely part of the Composer and some cuts 
in Zerbinetta’s overlong aria—in which 
the Rondo is mercifully transposed down a 
tone— and some highly entertaining 
moments in the Prelude. 


These are really academic considerations : 
the main point is that in Ariadne itself 
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Strauss has given us some of his most 
beautiful music, nearly all of which is 
preserved in the revised version. 


The opera is perfectly cast, magnificently 
performed, and very well recorded. 


The scoring, for a small orchestra, de- 
mands virtuoso playing from what, in effect, 
is a group of soloists: and the members 
of the Philharmonia Orchestra, it need 
hardly be said, rise brilliantly to the 
occasion. There is a warmth and beauty 
of tone, a sweep of phrase, in the short 
introduction that gives lively promise of the 
wonderful playing we hear later in the opera 
itself. Strauss, at one time, wanted to 
increase the size of his orchestra for the 
Bacchus-Ariadne scene, but was fortunately 
dissuaded by Hofmannsthal. Karajan’s 
genius has never been more apparent than 
in his treatment of this scene, in which he 
makes the score glow with a Dionysiac 
ardour and in which at the tremendous 
climax when Bacchus enters and is greeted 
by Ariadne as the herald of Death, he gets 
an ample volume of tone from his players. 
Every character is vividly brought to life— 
Karl Dénch’s harassed music master is offset 
by the cynical dancing master of Hugues 
Cuenod—a masterly piece of vocal acting— 
and Alfred Neugebauer in the speaking 
part of the major domo conveys, with a 
superbly calm pomposity, his contempt for 
both sets of artists, the singers in the 
serious opera and the singer-dancers in the 
masquerade which his employer demands 
shall be performed simultaneously. After 
all, he says, the really important thing is 
that the firework display shall start on the 
stroke of nine. The way Herr Neugebauer 
enunciates these words is superb. The other 
small parts, all sung by experienced artists, 
are wholly in the picture. 


Ariadne and Bacchus (as prima donna 
and tenor) have little to do in this Prelude 
except to be outraged by having to associate 
with the low comics, and the interest 
centres round Zerbinetta and the Com- 
poser. 


Rita Streich, as the most subtle character 
in the opera, sings the lyrical phrases in 
which Zerbinetta pretends to be serious 
while intending to captivate the composer— 
as she at once does—beautifully. Her 
certainty of intonation, her high spirits, 
are fully shown in the best performance of 
the big display aria in the opera that I have 
heard since the great days of Maria Ivogiin. 
Technical difficulties do not appear to exist 
for her and all she does remains musical. 


Irmgard Seefried, as the Composer, 
challenges comparison with Sena Jurinac. 
Her singing has less beauty of tone but, I 
think, more variety. Her change of mood, 
after an agitated outburst, before singing her 
lovely little arioso “‘ Thou, Venus’ boy”’, is 
very well done: but in this arioso her 
attempt to suggest improvisation by a kind 
of hiccup in the “la la” phrases is not 
happy, nor does she give all the notes in it 
their full value. 


These are small faults in view of the fine 
presentation of the ardent and impetuous 
young man she gives. She rises splendidly 
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to the moving passage in which the Com- 
poser greets music as “ the holiest art ”’. 

After the sensitive playing of the beautiful 
little Overture to the opera we have the 
ineffably lovely trio for the Najade, Dryade, 
and Echo exquisitely sung by Lisa Otto 
(can this be the lively Despina of Cosi fan 
tutte ?), Grace Hoffman and Anny Felber- 
mayer, paralleled by the equally beautiful 
singing of the other trios, which takes its 
first phrase from Schubert’s Wiegenlied, 
later in the opera. Both these are simply 
ravishing and, like all the concerted music, 
have a perfect ensemble. The commedia dell’ 
arte characters are all very good, especially 
Harlekin (Hermann Prey), who has a very 
appealing quality of voice: and _ their 
ensembles between themselves and with 
Zerbinetta are a great delight. 

Elisabeth Schwarzkopf, as Ariadne, begins 
as awkwardly as she did in the recording of 
Cosi fan tutte. In that opera her archness was 
embarassing, but she quickly threw it off. 
In her first utterance as Ariadne she sounds 
as if she was singing into a megaphone, but 
this turns out to be only a momentary dis- 
comfort. Miss Schwarzkopf brings the dark 
tone that is needed to Ariadne’s sorrows and 
gives us much lovely singing thereafter, and 
all the rapture called for at the end of her 
great address to the herald of Death and 
in her greeting to Bacchus. 

I have heard roaring and ranting tenors 
in that part, but Rudolf Schock sings it with 
heroic tone (possibly assisted by the 
microphone) and sufficient nuance to make 
one believe in the youthful god. 


In the glorious phrase in which he draws 
Ariadne into the cave I wish he had stuck 
to the printed text, for by putting high notes 
in at the end he robs the repetition of the 
phrase, in which Strauss writes these notes 
in an extended phrase, of its effectiveness. 
The whole of this part of the opera, from 
the Najade and her companions’ greeting of 
Bacchus, is done with a glowing fervour and 
sense of exaltation that is extraordinarily 
exciting. 

The recording, while generally good, is a 
bit hard sometimes on Miss Schwarzkopf’s 
voice—and at these points needs a bit of 
coaxing—but the general impression is of a 
truly magnificent performance and record- 
ing of the lovely work in which all concerned 
have, under Karajan’s most able direction, 
been inspired to give of their best. A.R. 





AN INTERNATIONAL RECORDING 
PROJECT 

In the July issue, we published an article 
by Sir Steuart Wilson, President of the 
International Music Council, introducing a 
recording project which the Council is 
sponsoring and which can be realised only 
through a subscription scheme. Some 
readers have already responded, but many 
more subscriptions will be needed if the 
scheme is to be successful. Further details 
may be obtained from the Chairman of the 
U.K. National Music Committee, Sir 
Steuart Wilson, 4 St. James Square, 
London, S.W.1 (if possible enclosing a 
stamped addressed envelope). 


The GRAMOPHONE 


OPERATIC CHORUSES. Va pensiero 
sul? ali dorate, Act 3, from 
“Nabucco ’”’; O Signore, dal tetto 
natio, Act 4, from “ I Lombardi” ; 
Il santo nome di Dio, Act 2, from 
“* La Forza del Destino ” (with Plinio 
Clabassi, bass, and Luisa Mala- 
grida, soprano) ; Noi siamo 
zingarelle, Act 2 (with Anna Mar- 
cangeli, soprano, and Arturo la 
Porta, baritone) ; Di Madride noi 
siam mattadori, Act 2, from ‘‘ La 
Traviata”’. Fuoco di gioia! Act 1, 
from ‘ Otello” (Verdi). Gira la 
cote; Perché tarda la luna? ; O 
giovinetto, Act 1, from “‘ Turandot ” 
(Puccini). E la bella di Brighella, 
Act 2, from “ Le Maschere”; Son 
Io! Son Io la Vita! Act 1, from 
*‘ Tris”? (Mascagni). Rome Opera 
House Chorus and Orchestra con- 
ducted by Giuseppe Morelli. Chorus 
Master: Giuseppe Conca. H.M.V. 
ALP1277 (12 in., 36s. 53d.). 

Ought one, in such a bran pie, to try to 
consider the virtue of the record as a 
concert? The gems here are very welcome 
indeed. The Moon Rise Chorus from 
Turandot is one of Puccini’s loveliest 
inspirations and in the circumstances has 
not had its due on records, compared to the 
endless trotting-out of the tenor solos in that 
opera. Again, Mascagni probably never 
achieved anything so ambitious or noble as 
the sunrise chorus which begins his opera 
Iris, where the Japanese crowd chant in 
praise of Fujiama, the sacred mountain. 
The performances in both cases are fine, 
fairly spacious and with plenty of stage 
feeling. So far so good. Further, it is useful 
though less rare to have a decent account of 
that nobly simple chorus of Hebrew exiles, 
““Va pensiero”’, and of the great hymn 
from The Lombards. But even fanatical 
Verdians are hardly likely, by the same 
token, to want endless repetition of the 
two chorus numbers from that weakest 
episode in La Traviata, Flora’s evening 
party. One supposes that these, like the 
commonplace Le Maschere ensemble, have 
simply been inserted with a view to 
diversifying a ‘‘ concert record ”’ you are 
expected to play through at a sitting each 
time. Remains the chunk of the monastery 
scene from Forza: a noble excerpt starting 
some way before ‘‘ La vergine dei angeli ” 
but though quite well done here and clearly 
recorded, not really in the first flight as far 
as the solo contributions are involved. 

In short, worth investigating for the 
Turandot and Iris sections: otherwise, an 
ill-assorted “‘ hamper ”’. P.H.-W. 


TAPE RECORDINGS 


Highlights of the H.M.V. and Columbia 
catalogues continue to make their appear- 
ance in the form of recorded tapes, and 
some of the recent releases seem to be 
technically even better than their strikingly 
vivid predecessors. 

Columbia’s contribution begins with the 
finely-controlled reading of Tosca by Victor 
de Sabata, with a cast including Callas, di 
Stefano, Gobbi, and Calabrese. There is 
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remarkable teamwork here, matched by 
first-rate chorus and orchestral support. 
The sensitive and lifelike reproduction of 
these two twin-track tapes is a joy to the 
ear—no matter how many times you may 
have heard Tosca, there is a nouveau frisson 
to be experienced in this performance 
(CAT266-267). For lovers of Richard 
Strauss at his ripest, Elisabeth Schwarzkopf 
sings the closing scene from Capriccio and 
the Four Last Songs, ably accompanied by the 
Philharmonia Orchestra under Otto Acker- 
mann. These are elegantly shaped per- 
formances, rich in nuance and subtlety of 
the kind that only the finest artists can give ; 
the only blemish is an occasionally too 
forward orchestral balance (CBT554). 

The H.M.V. tapes consist of works by 
Beethoven, Busoni, and Vivaldi. Furt- 
wangler’s recording of Beethoven’s Fifth 
Symphony is one of his noblest and most 
monumental performances, and I think it 
is true to say that the high fidelity tape 
reproduction adds lustre to it in a way that 
everyone can appreciate. Never have I 
heard the strings of the Vienna Philhar- 
monic play with such intensity and beauty 
of tone (HTAr2). Busoni’s Arlecchino 
achieved just fame as a highly successful 
Glyndebourne production under Peter 
Ebert: now it is available with the original 
cast (Wallace, Gester, Evans, Ollendorf, 
Malbin, and Dickie) * with competent 
orchestral support from the Glyndebourne 
Festival Orchestra conducted by John 
Pritchard (HTA14). The splendid record- 
ing of Vivaldi’s Op. 8 (1-4)—The Four 
Seasons—is reproduced beautifully, and the 
vigour of Fasano’s performance came 
through unhindered and enhanced, on 
HTAtr5. 


CLASSICAL REISSUES 


Operatic 

Those who like stentorian opera and have 
not already acquired the Decca Rigoletto 
starring Mario del Monaco as a Veronese 
sergeant-major, may be interested in 
LW5206, two extracts therefrom. As 
extracts they are well chosen. Side 1 con- 
tains the complete tenor scena from Act 2: 
the recitative “‘ Ella mi fu rapita”’, the 
aria ‘‘Parmi veder le lagrime’’, the 
courtiers’ chorus describing Gilda’s abduc- 
tion, and the cabaletta ‘‘ Possente amor ”’ 
Signor del Monaco actually puts a little 
expression into his singing of the recitative, 
rather less into the aria, and yells the 
cabaletta. The courtiers are stodgy things, 
with no light and shade in their singing ; 
they could pick up a few tips at Covent 
Garden, where this bit always goes par- 
ticularly well. The recording is very good, 
and the orchestral playing, Erede conduct- 
ing, is presentable (though the sudden 
prominence accorded to a sustained oboe 
point makes a rather odd effect). 

The other side runs from the opening of 
the third act, “ E l’ami ?”’, through “ La 
donna é@ mobile”, to the end of the 
Quartet, and so lets us hear at any rate 
something of all five principals, and a good 
deal of the Milanese bull. The way he 
bellows ‘‘ Un di, si bel rammentomi’”’ at 
poor Giulietta Simionato must quite 
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NEW RECORDS. 


Keep your Record Collection up-to-date 
AT ASTRA HOUSE 


where every worth-while L.P. record of good 
music is kept in stock, there is also a staff of 
capable assistants all of them eager concert and 
opera fans, who can and do give really know- 
ledgeable advice on what particular recording or 
performance is best worthy of your attention. 

This service is available to Post Customers as 
well as to Personal Callers. New L.P. records 
are Post and Packing free. 


EXCHANGE 
At the same time we can relieve you of any 
unwanted L.P.s or 78 r.p.m.s you no longer 
wish to keep, in part-payment for the records 
you do want. Records handed in for allowance 
must be in perfect condition—damaged or worn 
records can only be treated as scrap. 


RECORD STORAGE 
We are now able to offer record storage boxes 
for L.P.s large enough to take all makes of L.P. 
records in their jackets. These boxes are made 
up in attractive book form in three colours, red, 
green and black, and will hold approximately 
twelve records each. 


12-in. size : 12s. 6d. 
10-in. size: 8s. 6d. 


SLIGHTLY USED RECORDS 
For the L.P. enthusiast with a limited purse 
our second-hand L.P. record department offers 
wonderful opportunities. 3,000 perfect records 
in stock, which may be selected by number or 
title and if desired, tried over in our audition 
rooms. 


Similarly our second-hand 78 department 
offers wonderful bargains to the enthusiast who 
cannot afford L.P. or still prefers 78s. 5,000 
12-in. records, Symphonies, Concertos, Operas, 
Chamber Music at from 2s. 6d. to 5s. Od. per 
record to browse through. 


For the collector of Golden Age records 
there are, in what has become widely known as 
‘ Dead Man’s Corner,’ some 2,000 Vocal records 
by famous artists of the past, at attractive prices. 


Price. 


Please note we do not issue lists of used records. 
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Midway between the Palace 
and Saville Theatres 


Astra House 


121-123 Shaftesbury Avenue, London WC2 


Temple Bar 3007 
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which is best? 


Perhaps there’s only a few shillings 
difference in price on two similar 

hi-fi amplifiers : or speakers : or pick-ups. 
Is it critical . . .? 

You like the design of one instrument 

but prefer performance of the other . 

And what’s the best speaker 

within a fixed price range ? 


At Imhofs there’s hi-fi experts at your 
beck and call—ready to help you : to advise... 


... But best of all there’s the Imhof Comparator! 
This new development of Imhofs 

couples all instruments ! 

In a fraction of a second you can switch 

from one hi-fi set-up to another. 

In actual fact, 4000 combinations of 

different hi-fi amplifiers, tuners, 

speakers and pick-ups are available. 


And that’s the only way for accurate selection : 
for you yourself to judge. 
So pay us a visit. Look around, listen : select! 


If you can’t manage to visit us personally perhaps we could send you details of equipment 


and of our range of contemporary cabinets specially designed for hi-fi. I M H O F AY 


Alfred Imhof Limited, 112-116 New Oxford Street, London, W.C.1. Telephone : Museum 7878 (20 lines) 
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frighten her. The opening of “ Bella 
figlia ’” is ear-splitting ; there are some nice 
phrases from Hilde Giiden. On both sides 
there are characteristically exciting notes 
from the tenor. 

The tenor in excerpts from the Decca 
Rigoletto (LW5200) is Gianni Poggi, so 
inelegant in style that one wonders how 
Violetta could have borne to have had him 
about the house. The first excerpt begins 
with the rise of the curtain, and runs to the 
end of the Brindisi. The conversational 
exchange lightly threading through the 
party music is one of Verdi’s most brilliant 
inventions. In the original discs it was 
carried out in tones so loud as to suggest 
that Violetta and her guests were at 
opposite ends of a tennis lawn. Here (I 
suspect) the engineers have tried to improve 
matters by reducing the volume during this 
passage, not with any successful effect. In 
the Brindisi, Renata Tebaldi sings with 
spirit if not flexibly enough, and breathes 
slightly noisily. Poggi takes gulps of air so 
noisily that I am surprised he did not ask 
to remake the passage. 

The other side has ‘‘ Un di felice ”’, and 
“ Parigi, o cara”; Miss Tebaldi’s entry 
to these words, in a pure, poignant mezza 
voce, is wonderfully beautiful, and filled with 
character. When Poggi takes them up again 
(to a different melody) he must give her a 
start, so crudely does he shout them. The 
recording is good. 

LW5198 seems to me one of the most 
worth while of these MP extracts from 
complete recordings. One side contains the 
Willow Song and Ave Maria from Otello, 
and js an example of Tebaldi at her finest, 
tenderly handling the phrases and charging 
them with expressive meaning. One little 
flaw is a sudden ill-judged swelling of tone, 
almost like a side-slip, on the “si” of 
“ Prega per chi adorando a te, si prostra ”’ 
(misprinted in the H.M.V._ libretto)— 
mentioned only because the rest is so gently 
done. The upward sixth on the last 
syllable of ‘‘Gesv”’ is particularly enjoyable. 

The other side of this record contains the 
full-blooded Act 2 love-duet from Puccini’s 
Manon Lescaut, “‘ Tu, tu, amore ?”’, from 
Des Grieux’s entrance to just before 
Geronte’s return. The emotional situation 
parallels ‘‘ N’est-ce plus ma main ?” in 
Massenet’s opera, though of course the 
setting is different. No French lovers these, 
but full-throated Italian ones—stirring, 
emotional music, stirringly sung. 

There are three 45s. Mario del Monaco’s 
“Dio mi potevi” and “ Niun mi tema’ 
from Otello, newly coupled on 71087, are 
performances which have been commented 
on enough before. What is called the 
“Prison Scene” from the complete 
Columbia Tesca appears on an EP, SEL 
1530; it runs from “‘ E lucevan le stelle ” 
to the striking of the clock after ‘‘Trionfal’’, 
breaking across the sides after “‘O dolci 
mani”. Maria Callas’s treatment of the 
passage —— after , this, starting 
“Senti . . . Pora é vicina”, is as vivid a 
piece of singing as one can hope to hear. 
The word “ liberi ” (free) is invested with 
a meaningfulness that it would take three 
sentences to describe. In all this scene the 
great soprano’s virtues are prominent, and 
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few of her faults. The situation becomes 
vividly alive ; her narration of the killing 
of Scarpia is intensely dramatic; she 
recreates the emotions of Act 2 within a 
passage of a few bars. 

In all this the conductor, Victor de 
Sabata, thrillingly aids her, with an art that 
seems to me even finer than Toscanini’s on 
many of his complete opera recordings, 
because its ultimate aim is the expressiveness 
of the vocal line, enhanced by the orchestra. 
But it must be said that Giuseppe di Stefano 
does not cut much of a figure as Cavaradossi; 
several of his phrases are pretty rocky, and 
he seems to find difficulty in shaping a long, 
connected line. 

The other 45, Decca 71086, is a coupling 
of two of Janine Micheau’s old 78s: the 
Doll Song from The Tales of Hoffmann, about 
which Mr. Shawe-Taylor once remarked 
that “‘ the first requisite of an automaton is 
efficiency, and Mme Micheau sounds all too 
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On the reverse is 
from Louise, sung with 


humanly fallible ” 
** Depuis le jour ” 


feeling but not always in tune. Both sides 
of my pressing suffer from a groove-jump. 


Orchestral and Instrumental 

All the records in this section have been 
reviewed so recently that there seems to be 
no call to do more than list them. All were 
good recordings to start with, and are still 
good in their new editions. All are recom- 
mended. All are Decca. 

MPs : Mendelssohn’s Fingal’s Cave and 
Ruy Blas Overtures, played by the Vienna 
Philharmonic under Schuricht, on LW5193. 
Walton’s Scapino, Portsmouth Point and Siesta, 
played by the L.P.O. under Boult, on 
LW5195. Chopin’s Four Impromptus, played 
by Nikita Magaloff, on LW5190. 

45:  Elgar’s Chanson de Matin and 
Chanson de Nuit, played by the L.P.O. under 
Boult, on 71088. 





NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


I start this month with three 45 EPs. A very 
few years ago we always knew for which com- 
panies various artists recorded, and a change 
from one to another was quite an event, but 
now artists have a habit of popping up on all 
sorts of unexpected labels. In the days when 
78s were supreme the Vienna Boys’ Choir 
was exclusive to H.M.V., so far as England was 
concerned at any rate. Recently they have made 
long-players for Philips and for Concert Artist 
and now they appear on Columbia SEG7601. 
I do not much care for the arrangement of 
Tales from the Vienna Woods. The accompaniment 
is for piano alone, but on turning over to The 
Blue Danube there was a vague background 
noise which I at first took to be tape hum, but 
which turned out to be a string orchestra. In 
this respect the record is thirty or more years 
out of date ; voices and piano are well forward, 
but the little orchestra sounds as if it were there 
by accident rather than design. This is a pity, 
for the singing is lovely and the arrangement 
of “ Blue Danube ” is effective and attractive. 

On Col. SEL1528 the Philharmonia 
Orchestra under Karajan play Waldteufel’s 
Les Patineurs and Chabrier’s Espana. I have not 
always liked Karajan in some of the Viennese 
waltzes, but here he is magnificent. The differ- 
ences between Viennese and French waltzes 
may be small, but they are of tremendous 
importance in the performance. The dynamic 
range of this record is very wide. 

Moonlight Music is the title of a new record by 
the Boston Promenade Orchestra under 
Arthur Fiedler (H.M.V. 7EP7018). It includes 
arrangements of the first movements of Beet- 
hoven’s ‘** Moonlight Sonata’’, the “‘ Medita- 
tion ’’ from Massenet’s ‘‘ Thais ’’, in which the 
violin soloist is Alfred Krips, and the 
** Wiegenlied, Op. 49, No. 4”? of Brahms. A 
perfect record for the warm, drowsy evening on 
which I first heard it. 

Dreamy music is also played by the Mela- 
chrino Orchestra on H.M.V. DLP1083. The 
title is Reverie and the eight items are Schubert’s 
‘“* Serenade ”’, ‘‘ Greensleeves ”’, Liszt’s ‘‘ Liebes- 
traume”’, Debussy’s “Clair de Lune” 
Rubinstein’s ‘‘ Romance ’’, the “‘ Intermezzo ”’ 
from “ Cav.’’, Saint-Saéns’s “Le Cygne’ 
and Bach’s “ Air on the G string’’. The 
arrangements of most of these established 
favourites are pleasant, but the playing is over- 


sentimental for my palate and palls after a time. 
‘* Greensleeves’? is made to sound positively 
funereal. That many will like it so I am in no 
doubt, but I found it a relief to turn to a couple 
more records by Arthur Fiedler and the 
Bostonians, the first of which is a group mostly 
in dancing rhythms—The Continental, La 
Cumparsita, Carioca, Brazil, Jealousy, Malaguena 
(from lLecuona’s ‘“ Andalusia’’ suite), La 
Paloma and Falla’s Ritual Fire Dance (H.M.V. 
DLPio0g1). This record is the personification 
of cheerfulness and the quality of the perform- 
ances may well astonish the composers of the 
more trifling of these compositions. 

The second record contains two popular 
overtures—Supp’s Poet and Peasant and 
Oenbach’s Orpheus in the Underworld—and 
these are followed respectively by arrangements 
of Paganini’s Moto Perpetuo, Op. 11, and 
Dinicu’s Hora Staccato (H.M.V. DLP 1079). I am 
glad that the sleeve note points out that, 
contrary to popular belief, the overture ‘‘ Poet 
and Peasant”’ is not the introduction to an 
operetta, but part of the incidental music to a 
play by Elmar. I wonder if anyone has ever 
heard the rest of this music. ‘“‘Moto Perpetuo”’ 
and “‘ Hora Staccato ”’ are superb examples of 
orchestral virtuosity and are played with 
magnificent élan. 

These two records and the one previously 
mentioned are admirable examples of Mr. 
Fiedler’s untiring and successful efforts to bridge 
the gap between the trivial in music and the 

“* classics’. No one can have led more people 
in America to a genuine appreciation of music 
than he. They also afford a welcome oppor- 
tunity of congratulating Mr. Fiedler (and also 
his native city of Boston) cn his twenty-five years 
of conductorship .of the Boston Promenade 
Orchestra. He joined the Boston Symphony 
Orchestra in 1915 at tne age of twenty-one and 
for fifteen years played in the second violin and 
viola sections respectively. He also played the 
celesta, piano and organ as required. In 1930 
he was appointed to conduct the Boston 
Promenade orchestra in their Symphony Hall 
popular concerts and there he still remains— 
and long may he continue to reign. The 
Promenade Orchestra consists of about 85 
members of the Boston Symphony Orchestra. 

Returning to 45 EPs, M.G.M. EP527-8 are 
unusually successful recordings from the sound 
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track of Interrupted Melody and as mementos of 
the film they will have their public. The songs 
included are somewhat ill-assorted, including 
snippets from “Carmen”, “La Bohéme”’, 
“Madame Butterfly’? and “Samson and 
Delilah ’’, the Immolation scene from “‘Gétter- 
dammerung”’, the final scene from Act 1 of “ Il 
Trovatore” and a ditty called “‘ Over the 
Rainbow”. Eileen Farrell is the principal 
singer. 

The rest of my records are in the nature of a 
Scottish supplement. Words and Music of 
Scotland, featuring John Laurie and Robert 
King and produced by John Armstrong, is 
how Beltona ABL502 is described. It is a 
mixture of songs and spoken verse and orchestral 

and bagpipe music; some is familiar to all 
and some is less familiar. I cannot help but 
think that the same items separately banded 
would have been preferable to this continuous 
performance, the production of which must 
become irritating after a few hearings. 

The Scots Guards on Parade (Col. 33SX1042) 
is a miniature history of the music particularly 
associated with this famous regiment, played, of 
course, by the Regimental Band and Massed 
Pipers of the Scots Guards under Lieut.- 
Col. S. Rhodes. Regimental marches have 
been curiously neglected by the War Offfice. 
For many generations no official recognition 
was given to them and for a period English 
marches were neglected in favour of those of 
foreign origin. Indeed the whole matter seems 
to have been left to the whim of individual and 
constantly changing commanding officers. A 
half-hearted attempt at regularisation was made 
in 1883, but this was limited to quick marches 
and little or no effort was made to go into old 
traditions. As Dr. Farmer points out in the 
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new edition of “‘ Grove’, the date chosen for 
the publication of the official list was auspicious 
—April ist ! 

Lastly, H.M.V. issue half a dozen records of 

dance music admirably played by Tim 
Wright’s Band. These were recorded under 
the auspices of the Scottish Country Dances 
Society. Even a Sassenach can savour the 
obvious authenticity of these performances, 
which are splendidly recorded. To my ears the 
most likeable are The Lassie of Dunse, a jig, 
and Axum Reel (Strathspey), coupled on C4271, 
and Maxwell’s Rant and Johnnie Groats, two 
reels, coupled on B10908. 
PostscripT.—At the last minute come five more 
Scottish records, Beltona 45s. Two are by Jim 
Cameron’s Scottish Dance Band, two by 
Jimmy Shand’s Folk Dance Band and one 
by the Pipes and Drums of the Scots Guards 
(Training Battalion) who play the Laments 
Flooers of the Forest and Lochaber No More, a slow 
march Highland Crodle Song and the Retreat 
Green Hills of Tyrol (45 BL2466). I must fin | 
something of the history of the last mentioned 
but have not had time to look it up yet. 

Of the two dance bands I prefer the softer 
tone of the latter although this is not necessarily 
to say that I would in a ballroom. The first 
named, however, is irresistible in The Dashing 
White Sergeant, surely one of the jolliest of all 
dances and in which here two other tunes are 
incorporated—“ Kirk’s Hornpipe ’’ and “ Let’s 
Be Merry” (45 BL2489). Both bands play 
Strip the Willow using different tunes. Each is 
attractive in its own way but my choice is for 
45 BL2471 ; and best of all I like Jimmy Shand 
in Flooers O’ Edinburgh which includes two other 
tunes—‘‘ Staten Island ’’ and ‘‘ Lord Rendel’s 
Bride ”’. 





MISCELLANEOUS 
AND DANCE By “HARLEQUIN” 


r.p.m. numbers are given where applicable for 


BML Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 r.p.m. numbers for the latter Group are the same as 
the cy r.p.m. numbers with the addition of the prefex 
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The sad story continues and every month 
brings news of more theatres closing; ee 
has gone, the Kingston Empire is sold, and 
London has lost one of its loveliest houses at 
Hammersmith. The audience at the second 
house in Poplar the other night was not 
encouraging, but good acts still bring good 
houses. Watch Benny Hill at the Prince of 
Wales’; consider how this act has been 
developed within a few months and you will 
begin to realise what is meant by “star 
quality” and why the House Full boards are 
so often seen. At present the gramophone is 
giving to the theatre, and only when we 
reverse this process will health be restored to 
both industries, for there is such a thing as 
over-production as well as under-production. 
It was on October 16th, 1951, that the Palace 
Theatre in New York reopened its doors as a 
music-hall with Judy Garland at the top of 
the bill. True, Miss Garland was best known 
to most people from films, but she is at bottom a 
theatrical artist, and it is as such that she is 
presented on Brunswick LA8725 (LP) in a 
memory of that famous night. This may be 
only a succession of popular songs, but the 
beginning of the second side (Jn Between and 
Sweet Sixteen) shows Miss Garland making the 
most of material that is thoroughly entertaining, 
particularly for women. 


From Broadway also comes a selection of 
numbers from “ Roberta”. We in England 
think of this as a film, but it opened in New York 
as long ago as 1933, and this record, which is 
very restrained and possibly dull, must not be 
expected to bring memories of either of the films 
based on the show. The cast includes Frank 
Rogier, who created the role of Mr. Gobineau 
in “The Medium”, and the orchestra is 
conducted by Lehman Engel, who conducted 
the records of “‘ The Consul’. In that original 
stage production was Bob Hope, who on 
H.M.V. DLP1088 (LP) makes his English disc 
debut in a selection from his film “ Eddie Foy 
and the Seven Little Foys”, in which Mr. 
Hope links the songs with an outline of the 
story of the famous old act. It is all rather 
tedious, but memorable for the only current 
listing of that wonderful number Row, Row, Row. 
The “ Roberta” disc is Philips BBR8070. An 
additional “‘ Foy’’ number is You're Here My 
Love recorded by Woody Herman on Capitol 
CL14333*, backed by a song from “ The 
Seven Year Itch”’. 

Not normally enamoured of cinema organs, 
electric organs or other kinds of pipery, this 
column gives high praise to Chris Hamalton 
on Decca LF1227 (LP). Mr. Hamalton is. 
billed as “and his Hammond organs ”’—the 
actual number is unspecified. This conjures up 
a picture of the player running round like a 
conjurer trying to keep plates spinning on a 
long table. To play Strauss polkas thus ought 
to be blasphemy yet his Tritsch- Tra‘sch and 
Thunder and Lightning sound surprisingly righ’, 
while his Dizzy Fingers and Temptation Rag are 
positively astounding. This is certainly the most 
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entertaining disc of the month, even if it is 
musically outrageous. ‘‘ Masters of the Key- 
board”? can be recommended as a corrective, 
This (an EP) assembles pieces by Teddy 
Wilson (one from last month), Erroll Garner, 
Joe Sullivan and Joe Bushkin. It is cer- 
tainly good to have a memory of Joe Sullivan, 
whose famous Gin Mill Blues, survived for long 
and might well be reissued. This record is one 
of a series of EPs put out by Philips (BBE120093). 
The others collect popular numbers by Johnnie 
Ray (BBE12006), Frankie Laine (12005), 
Guy Mitchell (12008), Doris Day (12007) 
and Rosemary Clooney (12004). You might 
well think that there was nothing to say about 
these ladies and gentlemen, whom readers 
either adore or detest, but the first three offer 
surprises for neutrals. Mr. Ray includes Glad 
Rag Doll and is reminiscent of Ted Lewis, of 
whom he has probably never heard. Mr. Laine 
has a rip-roaring Old Testament story of 
Noah’s Ark in Rain, Rain, Rain, and the second 
side of Mr. Mitchell’s record begins with a 
direct quotation from a very famous piece of 
music indeed. I will not spoil this by giving it 
away. The quotation has no connection 
whatever with the song that follows, and I 
wondered how it got there. On looking at the 
name of the accompanying director I saw it was 
Mitch Miller, who as Mitchell Miller was at 
one time cor anglais with the Philadelphia, so he 
knows his way about the orchestral repertory. 


Continental records also have to surmount 
some degree of prejudice, but there are two 
this month which can be unreservedly recom- 
mended. Percy Faith on Philips BBR8063 
plays a sdeiion' of well known tunes with great 
taste and c and is flawlessly recorded. 
Notice particularly his use of drums in April in 
Portugal. Then Michel Legrand on Philips 
BBL7048 plays Italian pops on a 12 inch 
called ‘Holiday in Rome ’’— incidentally, 
quite half the record is Neapolitan. The blurb 
writer on the sleeve deserves a mention for a 
remarkable performance ; not so remarkable 
though as Mr. Legrand’s performance of 
Funiculi, Funicula. This wisp of tune, playing 
for about a minute, is the most brilliant per- 
formance of the month and almost worth the 
price of the record. His use of a single drum 
beat in the melody is one of those simple ideas 
which only inventive minds produce. This little 
street scherzo is a real gem. The rest of the 
record is appropriately evocative of whatever 
you may wish to evoke from that delectable 
part of the world. 


Decca sends no less than ten 12-inch LP 
records, six of them by two artists! Three are 

y Edmundo Ros. Mr. Ros is efficient and 
can bring pleasure even to those who loathe 
Latin-American music, whether it calls itself 
tango, samba, rumba, mambo or any other 
etymological contortion. ‘‘ Ros Mambos” 
(LK4103) can be dismissed by saying that this 
is probably the best collection that fans will ever 
get. “The Ros Album of Latin-American 
Novelties’? contains The Door, Senor and Play, 
Play, Play (LK4101). Listening to this one 
realises that Mr. Ros himself could put over a 
point number as well as anyone. It is probably 
not worth his while to break out of a straight- 
jacket so obviously lined with cloth of gold, but 
he is one man who will certainly not die with a 
fashion. Some point to this observation is given 
by his third record—‘ The Ros Album of 
Calypsos”’. This is a rich selection, including 
The Queen of Tonga, Chocolate Whisky and Vanilla 
Gin, Mind Over. Matter, One at a Time and Bovs 
and Girls Like Saturday Night (LK4102). A 
further three records are by Stanley Black. 
All three contain some pleasant arrangements 
and admirers of this orchestra should not be 
disappointed. Titles are ‘“ Dancing in the 
Dark” (with April Showers) on LK4107, 
**Some Enchanted Evening”? (with The Man 
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COLUMBIA TINO ROSSI Mon ami, mon ami; Maria l’amour; Deux Amants; Mandoline 4 Napoli SEGC 5004 
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M.G.M. FRANK BARON Frank Baron visits Paris MGM-EPC-13 
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OUTSTANDING PERFORMANCE 
a Here—in the 391RG—Ferguson have produced 
a table model radiogram which will satisfy the 
most discriminating listener. Incorporating the low 
distortion ‘push-pull’ system of amplification normally 


employed in far more costly high fidelity models, 
the 391RG gives a truly outstanding performance— 





both on radio and records. 


OUTSTANDING SPECIFICATION 


6-valve 3-waveband circuit with push-pull 
amplifier of 6 watts output feeding a specially 
developed 10” x 6” P.M. moving coil speaker. 
3-speed auto-changer with turnover crystal head 
for standard or L.P. records. Acoustically designed 
cabinet of selected walnut veneers with a light 
interior finish. Measurements—20’ wide x 14” 
deep x 15” high. 


OUTSTANDING PRICE 
At 39 gns. tax paid, the 391RG represents 
outstanding value—even for Ferguson. 
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I Tove) on LK4106 and ‘Music for Romance ” 
(with So Blue) on LK4114. The tunes in 
brackets are your reviewer’s special recom- 
mendations so far as individual arrangements 
go. If nearly three hours of Mr. Black are 
insufficient you can top off with an EP of 
“ Tropical Magic No. 2” on DFE6267. 

The music of Gersnwin crops up all over the 
place this month. It is always welcome. He 
had a lyrical bent which ill becomes the jerks, 
animal grunts, blasts and slop of so much of our 
hig money entertainment on discs to-day. Ted 
Heath is, or certainly was, one of the great 
trombone players. He once made a record with 
Lew Davis and Tony Thorpe (the famous 
Ambrose team) of trombone trios with celeste 
accompaniment. “ Filigree’? was the word 
here, for it was a performance of the utmost 
delicacy, and it is still included in lecture 
recitals and creates a response of astonishment 
in every audience that hears it. It is a great 
classic of the gramophone, long withdrawn and 
little known, but treasured by all who possess 
it. Nothing could be less like the Heath hand. 
This band is the only British stage show band 
that can pull them in. Before the war it was the 
show band that topped the bills. To-day it is 
crooning. The Heath band is the exception. 
Whether Mr. Heath plays his old Ambrose 
records at home I do not know, but those who 
hate the current style must remember that 
popular showmen have to move with the times, 
but that the times will move again and a 
genuine artist is never constricted by changing 
fashions. All of which is by way of saying that 
Ted Heath’s “‘ Gershwin for Moderns” is a 
first class exhibition of the present style, but is as 
right for Gershwin (steely as his own piano 
playing was) as would be an 18-foot concert 
grand for a Scarlatti sonata. But then, was 
Gershwin anything more than a writer of pop 
tunes ? If so, these tunes can of course be used 
any old how, and those who like them differently 
are merely showing their age. Only if you think 
of Gershwin as one of the border line cases of 
music will this record anger you (LK4098). 
But just as the dock leaf grows by the nettle, 
this month also brings “‘ The Music of George 
Gershwin” played by Frank Chacksfield. 
Here we descend from the stage into the 
orchestra pit, where you may feel this music 
properly belongs. There are fourteen tunes, 
including a truncated Rhapsody in Blue with 
Monia Liter as soloist (LK4113). This is the 
music just as you remember it, and the arrange- 
ments are neatly contrived. To give some 
indication of the Heath record he plays a fast 
Man J Love and a slow I Got Rhythm, and the 
sound throughout is shattering. 

Other LPs can be quickly dismissed, for they 
are exactly what you would expect from the 
titles. Kostelanetz is particularly 
“slithery”? in ‘Mood for Love” (Philips 
BBL7045), Benny Goodman’s “ Let’s Hear 
the Melody” presents Mr. Goodman’s clarinet 
against a string background and may be 
regarded as waste of this artist—after all it does 
not require a virtuoso to pick out the tune of 
a popular song (Philips BBR8064), Glenn 
Miller on Philips BBR8072 revives perform- 
ances of 1937-8, including his witty paraphrase 
of Dvofak’s Humoresque, Robert Farnon plays 
a collection called “* Something to Remember 
You By” (Decca LK4117), and Mantovani 
puts together some “‘ Song Hits from Theatre- 
Jand ” on LK4112, but Almost Like Being in Love 
from ‘‘ Brigadoon ’’ needs a bit more abandon. 
Oh yes, there is ‘“‘ Lonesome Echo ” on Capitol 
LC6703, wherein Jackie Gleason swaps his 
trumpet for what the label calls an “ oboe 
d’amour ’’. T] is, presumably an oboe d’amore, 
is played by Romeo Penque. When records 
emananting from America are put out on the 
English market, cannot trouble be taken to see 
that labelling is in normal English usage ? The 
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impression, which may be quite false, is that an 
enormous quantity of material from the other 
side is thrown on the market in the way that 
American films are expected to break even in 
the U.S. and pick up additional profits in the 
U.K. Each month brings records of singers 
whose names are unknown and who as often 
as not never reappear. Cne cannot help 
wondering how some of these records are 
chosen and what, if any, pressure groups are at 
work. The suggestion that the English market 
doesn’t really matter is given some weight by 
the London label’s habit of billing a recording 
technique from the country of origin in type as 
big as the title and sometimes bigger than the 
artist. Is it suggested that these names sell a 
record: Jubilee, Fine, Kem, Kapp, Cadence, 
Abbott, Fabor, Atlantic and Essex ? All these 
appear this month, and they stand out from any 
other information. There is a place for “‘credits”’, 
and most of us know where it is. 





THE MONTH’S CHOICE 
Judy Garland : Brunswick LA8725. 
Chris Hamalton : Decca LF1227. 
Percy Faith : Philips BBR8063. 
Michel Legrand : Philips BBI.7048. 
Edmundo Ros (Calypso): Decca LK4102. 
Tommy Rogers : Parlophone F2555. 





Ruth Etting is still a famous name. Few 
people can have made more records since she 
entered the Ziegfield Follies in 1927. By 1936 
she had recorded for Columbia, Regal- 
Zonophone, Imperial, Decca, Brunswick and 
Banner, and in her early days she was accom- 
panied by Rube Bloom, a rare artist, whose all 
too few piano records are worth cherishing. 
Doris Day plays La Etting in the film ‘‘ Love 
Me or Leave Me” and sings her songs on 
Philips PB479, 488 and 489. The title song is 
sung dead slow, so that the side contains one 
chorus, and the same is true of You Made Me 
Love You. Remember how they used to go ? 
Well, that’s the way they like it to-day. Maybe 
they sound better thus; no harm done either 
way, but don’t expect to hear these old tunes as 
you remember them. On the other hand, Sam, 
the Accordion Man goes with a swing, and this, 
with the title song, is my single recommendation 
(PB479). Mean to Me was a good tune, and 
was in fact the first number ever issued in the 
U.K. by Carroll Gibbons. This comes on the 
back of You Made Me Love You on PB489. The 
other two numbers sung by Miss Day are At 
Sundown and Never Look Back. 

In addition to Philips, the Felsted label also 
enters the EP field this month with reprints from 
recent LPs of continental origin. These should 
be popular. There are eight of them and they 
all come under the general title of “ Dance 
Rhythms’. Brief notes must suffice. Eddie 
Barclay is easy on the ear in pleasant, quiet 
performances of pre-war hits, such as Body and 
Soul, Deep Purple, Smoke Gets In Your Eyes, Man 
I Love and All the Things You Are on ESD3001 
and 3004. Emil Stern and his Sweet Music is 
on 3002, Luis Tuebols is obviously authentic 
in “* Tango Time ”’ on 3003, Michel Legrand, 
whose LP is commended earlier, has some 
original orchestrations of some not very original 
numbers on 3005, Marcel Pagnoul plays 
waltzes adequately but on rather too small a 
scale for Tchaikovsky and Johann Strauss on 
3006, Emil Stern again, only this time it is a 
piano record with a nice.wire brush accompani- 
ment and including strangely but effectively My 
Yiddishe Momme in “‘ The Magic Piano” on 
3007, and lastly Henri Rossotti in a selection 
of mambos on 3008. This looks like an excellent 
series in a mood far removed from the noise 
and bustle of the majority. There is a record 
each from three Scottish dance bands: Jim 
Cameron, who generously pays tribute to 
Jimmy Shand by playing one of his tunes, on 
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Beltona BL2632*, Jimmy Shand himself on 
Parlophone F3507 and Bobby McLeod on 
Philips YBg508. 

Tommy Rogers has a wonderful record of 
Alabama Jubilee on Parlophone F2555. His 
previous record was highly praised. He is a rare 
visitor, but he is a “ must ”’ for all who prefer 
pre-war styles. He might be described as the 
strict tempo equivalent of Sid Phillips, whose 
record of The Darktown Strutters’ Ball comes on 
H.M.V. BD6204. This is exactly what you 
would expect, and very nice too. It is backed by 
Fidgety Fret by La Rocca, who wrote Tiger Rag. 
Now take a deep breath. Limehouse Blues 
Mambo! Well, well. Linda Lopez is respon- 
sible. This is a simple piano against Latin- 
American percussive trappings, and with Miss 
Lopez’ own Nursery Mambo based on London 
Bridge is Falling Down might grace the novelty 
shelf (Parlo. R4056/45-MSP6179). So might 
Joe Saye, who has forsaken mambo (remember 
his recent Delibes travesties), but sticks to the 
ballet in Swan Theme (Tchaikovsky) and The 
Dancing Hours (Ponchielli) (Parlo. R4055). 
The Boston Fancy is quite a little charmer. It is 
done by Gisele MacKenzie on H.M.V. 
B10914/45-7M318 and by Marian Caruso on 
Bruns. 05462*. The backings are ordinary 
crooning. Two contrasted saxophone solo 
recordings come from the redoubtable Coleman 
Hawkins on Bruns. 05459* and Jackie Bond 
on Polygon P1182. Mr. Hawkins was ten years 
with Fletcher Henderson and is obviously still 
a master even if this was not quite the sound 
that fascinated Bizet. Mindy Carson has a 
good solo spot in Hold Me Tight on Philips 
PB360 and Eddy Arnold is a safe choice for 
The Kentuckian on H.M.V. Brog18. 


Here really is an old friend—F.ances Day. 
Out will come the famous old record of Silver 
Wings and you will wonder if this can really be 
the same person in The Wheels of Love on H.M.V. 
B10894. But take heart and turn over. You will 
naturally wonder what on earth Miss Day is 
doing with a song like Why did the Chicken cross 
the Road. This is a good example of what we 
mean by presentation, of taking trouble, of being 
original, even of just being oneself. You may 
not like either Miss Day or the song, but the 
point is that this is a performance and not just a 
voice stuck in front of a microphone. The 
present output is a tremendous strain on artists 
who are expected to cut side after side every 
month and to turn in a quota of pops. Gracie 
Fields did it for years. Who else ? Is this my 
song ? Can I make it my song? Listen to 
Max Bygraves singing Anyone can be a Millionaire 
on H.M.V. Brogo5. Here is panache. Then 
turn over. See what I mean ? ; 

It is one thing to be first with the hits and 
another to revive them after a decent interval. 
What is peculiar is to record numbers from 
shows that are about to come off after longish 
runs, by which time those who want the songs 
have probably got them and nostalgia has yet 
to set in. Lena Horne spits out—listen to those 
consonants—ZI?’s Love from “Wonderful Town” 
and It’s All Right with Me from “ Can Can” 
on H.M.V.  Brogr0/45-7M319. Frank 
Cordell’s Rhapsody in Red is a string perform- 
ance with some clever drumming on H.M.V. 
Biogog and David Rose is competent and 
suitable in Stars Shine In Your Eyes on M.G.M. 
848. What the label calls “ The Voices of 
Walter Schumann” turns out to be a nice 
little choir and not the impressions one might 
expect. Their Man from Laramie on H.M.V. 
B10919/45-7Mg23 is the best I can offer of a 
tune which many are doing. Annie Cordy's 
Parisian Rag should be heard before buying. It 
certainly has the merit of originality and 
introduces an artist of promise (Parlo. R4047). 
A pleasant close harmony record is Snuggle Up 
and Have You Ever Been Lonely by The Three 
Deuces on Columbia DB3642. Sweet Georgia 
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Brown and Alabama Jubilee are naturals for 
The Big Ben Banjo Band on Col. DB3641 
and for a record of The Banjo’s Back In Town for 
which there are many contestants I would 
choose Alma on H.M.V. Biog17. This 
little crown is earned because Miss Cogan gets 
right into the heart of this song and couples it 
with Go On By which will please the same 
people. How often do people not buy a record 
because of the other side ? It will be interesting 
to see how the manufacturers react to the fact 
that we are all going to be extremely hard up 
this winter and our budget for records will be 
reviewed accordingly. 

If you want a violin record try Violin Boogie 
and Violin Samba by The Max Jaffa Quintet 
on Col. DB3646. These are virtuoso perform- 
ances and there is no need to be put off by 
silly titles that are presumably only there to 
cash in on a fashion. Tony Martin has a song 
on H.M.V. Biogi 1/45- -7M320 called What's the 
Time in Nicaragua. “‘ For the men who travel 
to Honduras there are ladies to assure us’ 
Yes, sir, we do listen to the records. To both 
sides. Listen: ‘I shall be the envy of every 
swain from here to Swanee if you will say si si 
to me domani’’. That couplet comes from a 
song called Domani. How did you guess ? 

Another personality is Julius La Rosa. 
His Mobile reveals a pleasant manner and a free 
open voice on London HL8154*. So is Anita 
Gordon on Bruns. 05456*. Lonesome Like 
Nobody Knows is beautifully done ; absolutely 
simple ; almost a folk style ; there is a nervous- 
ness in the voice which is somehow right. His 
Hands on the reverse teeters dangerously on 
the tight-rope of commercial religion but you 
may feel a redeeming sincerity here. Of course 
nobody can go wrong with trains. The photo- 
grapher, moving or still, must bemoan the 


passing of steam from the English landscape as 


much as anybody. ‘“‘ Just let me hear that 
choo-choo sound ’’, and we're Alabamy Bound, 
this time with Russ Morgan on Bruns. 05464*. 
Highly commended. Captain Gleason’s 
Garden Band (another name that must be 
spelt out in full) gives what I imagine must be a 
fair representation of an American garden fete 
on Capitol CL14323*. Jn the Good Old Summer 
Time and The Band Played On give the 
impression of open air performances with crowd 
noises. 

Now back to Ted Heath. His Barber Shop 
Jump is based on the Overture to Rossini’s 
opera “ The Barber of Seville’. Although this 
overture only came to this particular opera at 
two removes, so that the music has no relation- 
ship whatever to Figaro, that is no concern of 
Mr. Heath. Try this on your friends as a quiz, 
along with the bit of Brahms, which I said I 
wouldn’t mention earlier on (see Guy Mitchell 
above!). The Heath backing is Look for the 
Silver Lining, and if you like to hear the old 
tunes given the works this is it ! (Decca F10590*). 
At present playing the trombone with Ted 
Heath is Don Lusher. His Rock and Roll 
screams at you, but On with the Don reveals Mr. 
Lusher as a virtuoso of the first class. This may 
be no more than a novelty, but it shows that the 
tradition which Heath himself started is worthily 
maintained (Decca F10560*). 

At this stage of the column it would be wrong 
to open up an argument, but perhaps it is 
worth putting a question to the Brains Trust 
of readers, who, after all, are the custodians of 
such standards as we may possess. Two records 
by the Paul Mickelson Orchestra are presum- 
ably inspired by the Billy Graham Crusade, 
since I’d rather have Jesus is by George Beverly 
Shea. The other titles are The Old Rugged Cross 
(H.M.V. Biog15) and Blessed Assurance and It 
took a Miracle (B10g16). All this music is well 
played and recorded. There is nothing 
spuriously “ religioso ’’ about it, and it might 
just as well be any popular orchestra playing 
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any popular sentimental film music. Leading 
ecclesiastics have been conducting an interesting 
correspondence on Fundamentalism in the 
columns of The Times. The question I want to 
ask, and which I think is worth some thought, 
is this. Is there a fundamentalist attitude to 
music, or indeed to art in general ? Nobody’ s 
sincerity is in question : nor, indeed, is the 
truth as one sees it. May I put it this way ? 
Mr. Britten is a valued contributor to the 
liturgy of the Anglican Church, and Mr. 
Rubbra is doing a similar service to the Roman 
Church, to mention two names. Is anybody of 
similar calibre doing the same for those con- 
gregations, whose theology, for want of a better 
word, is called ‘‘ fundamentalist ’’ ? 

As the old films used to announce: “‘ End of 
Part One. Part Two follows immediately.’’ Or 
in the words of Belloc: ‘‘ I’m getting tired, and 
so are you ; let’s cut the poem into two.”” More 
records have arrived to catch the edition, and 
here are brief notes on some of them. 

A Brunswick LP collects Bing Crosby’s 
songs from his films “‘ Two for Tonight ’’ and 
** Anything Goes.”’ This is a happy revival, and 
will undoubtedly help to fill the gaps in some 
private collections. (LA8723.) There are two 
more collections of classic favourites. Devotees 
of either can choose Ken Mackintosh on 
H.M.V. DLP1093 or Norrie Paramor on 
Col. 3381076. Mr. Mackintosh includes The 
Man I Love (about the sixth this month), The 
Very Thought of You and, interestingly, the waltz 
from Geoffrey Toye’s ballet ‘‘ The Haunted 
Ballroom ’’. Mr. Paramor is milder, but should 
know better than to perpetuate the pop 
arrangement of Tchaikovsky’s Piano Concerto 
No. 1 (theme from). Also from Columbia is a 
record by the original Lecuona Cuban Boys. 
** Beneath the Cuban Moon” is both novel and 
obviously authentic. The name “ Lecuona”’ 
has been a hall-mark for more years than I care 
to remember. (3381075.) H.M.V. have revived 
the famous original records from Ivor Novello’s 
** Careless Rapture ’’ and ‘‘ Glamorous Night ”’ 
on DLP1095. Here again are Mary Ellis and 
Trefor Jones in the songs that can still be 
heard sustaining our remaining No. 1 touring 
theatres throughout the land. There is always 
a glamour about “ original artists ’’ that makes 
up for any deficiencies in recordings that cate 
back many years. 

Another “ original artist ’’ recording is of two 
Parlophones from “‘ The Jazz Train *’, recently 
at the Piccadilly Theatre. These two ten-inch 
records by the Peter Knight Singers support- 
ing the cast are on the lines of the “‘ Salad Days”’ 
pair. Little more than snatches are possible, but 
here is a useful reminder of the show for those 
who saw it. (R4057/8.) Norman Wisdom’s 
songs on Col. DB3654 are no more than 
ordinary, and nobody would know that the 
artist was a top-line comedian. The Times 
recently ran a couple of columns on Mr. 
Wisdom comparing him with Dan Leno and 
saying in effect that it was a nice change to find 
a comic who can sing. Fair enough, but so far 
as the gramophone is concerned there are 
hundreds of pop crooners and very few funny 
men. It is extremely difficult to transfer a 
comedy act on to disc ; the old catalogues were 
cluttered with one failure after another, but the 
effort is always worth while and sometimes pays 
off. The Deep River Boys still pull in the 
customers, and a new record should be noted : 
I Wonder and Smack Dab in the Middle (H.M.V. 
B10902). 

Among EPs is the completion of the Philips 
first issue with Tony Bennett (BBE12009), 
Wally Stott (12000) and Benny G 
(12001). Mr. Stott includes the two feline 
numbers, Cat Slick and The Cat from Coos Bay, 
and is fierce in the modern manner in Lucky 
Strike. The Goodman record is of his “‘ New 
Sextet’? and the instrumentation is worth 
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noting: clarinet, vibraphone, piano, guitar, 
bass and drums. Teddy Wilson plays th« 
piano and the sides are really a succession of 
solos. They are long sides, with one number a 
piece. Undecided and Between the Devil and the 
Deep Blue Sea may seem too much of what is 
admittedly a good thing. Xavier Cugat is a 
bit loud and commercial in his ‘* Latin Revels ”’ 
on H.M.V.7EG8117, and his last number is a 
simple ballad. Mantovani turns up on every 
size and shape of record. His EP of dances is 
good value and includes Arthur Benjamin's 
Jamaican Rumba as well as a rather heavy-footed 
polka. (Decca DFE6275.) His 45 of a march 
called Brass Buttons and the waltz Take My Love 
can also be recommended (Fro6o1*). A winner 
is Sidney Torch on Parlo. GEP8538. On one 
side is Eric Coates’s march The Dam Busters and 
his waltz Sweet Sixteen, coupled with a couple of 
Latinisms that will appeal to those who do not 
normally react to this craze, and for that reason 
may repel those who do. At any rate this is a 
first-class orchestra, beautifully rehearsed. Eric 
Coates’s facility for writing good marches, a 
difficult form, is amazing. It is also amazing 
that he has never written a theatrical score. 
Not so hot is Dolores Ventura on Parlo. 
GEP&536. Here is an accomplished musician, 
classically trained, who still persists in ridiculous 
gimmicks like ‘ ‘ jazzabell ” ringing pianos’ 
and other nonsense which i is usually a disguise 
for the second-rate. Cannot she simply play the 
piano ? Another revival from H.M.V. is of 
Artie Shaw’s Concerto for Clarinet. This is what 
happened to “ swing’’, but the performance 
has much of interest and is topical in the light 
of Mr. Shaw’s curious autobiography just 
published. A pity that the Concerto has to be 
split across two sides, flanked by The Man I Love 
and Dancing On the Ceiling (7EG8115). For 
the unsophisticated is a tasteless selection by 
The Mulgays called ‘ Merry Christmas” 
mouth-organ duets of Silent Night, The Red- 
Nosed Reindeer, et al (London REPro16). 
** Maxie in Sentimental Mood ”’ collects some 
of Max Bygraves’ songs and is worth having 
for his By the Light of the Silvery Moon, in which 
he impersonates Al Jolson and fakes a delicious 
dance (H.M.V. 7EG8123). And Ronnie 
Hilton ? Here is a first-rate talent who sings 
well and gets a great deal of charm on to a 
record. Mr. Hilton is a potential artist and not 
just another recording voice. He should be 
given the romantic lead in a big musical at once. 
I have already commented on his Stars Shine In 
Your Eyes and Always. His choice of this latter 
song showed a stroke of genius on somebody’s 
part. It was a real charmer thrown away in a 
radio production in the ’thirties. These are 
coupled with two numbers completely unworthy 
of the artist, even though one of them is 
reputedly a best-seller, on H.M.V. 7EG8121. 
It is to be hoped that Mr. Hilton will stand out 
against vocal debauchery, for his talent is worth 
more than the brief life of a pop singer. 


Another winner is Georgia Gibbs in Ballin’ 
the Jack, which she does quite magnificently on 
Vogue Q72088. Other 45s to note are of The 
Three Rays putting words to Clarinet Marmalade 
for a number called Mister Clarinet. The old 
classic of the twenties (I have just played the 
Elizalde of 1927) is turned here into the equi- 
valent of the current banjo and piano songs 
(Q72086) ; Ella Fitzgerald in a fast Lover 
Come Back To Me, and a more expected Old 
Devil Moon (Bruns.o5468) ; Les Paul and 
Mary Ford in a contrasted coupling on Capitol 
CL14342 and an astonishing performance of 
Al Jolson’s standby Rock-a-bye Your Baby with 
a Dixie Melody by Jimmie Komack on Vogue 
Q72087. This starts disastrously with the word 
“rock”? played with in the manner we know 
only too well, but then Mr. Komack gets going 
in a kind of Anglo-French which is really very 
funny. 
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Thirty years’ manufacturing 
experience of sound repro- 
duction equipment is embodied in the 
development of this amplifier — the technical details will 
satisfy the most critical user. Employing the most recently 
developed valves, it has a low noise input circuit, feeding the 
double triode phase splitter, and a push-pull output stage, 
ultra-linear connected, using a specially designed Whiteley 
Output Transformer. 25 db negative feed back is applied over 
the main amplifier. Switched pick-up matching is incorporated 
in an extremely flexible, compact and easily mounted pre-amplifier 
tone control unit. Both units are attractively styled and finished 
in hammered gold. 

This equipment, when used in conjunction with Stentorian 
Sneakers, provides most outstanding reproduction. 


HI-FI 
REPRODUCER 
CONSOLE 


This very handsome 
cabinet accommodates 
practically any make of 
record player, amplifier, 
pre-amplifier control unit 
and radio tuner. Ample 
record storage space 
(approx 125 records). 
Supplied packed flat, 
complete with screws: 
easily assembled in a few 
minutes. Motor board . 
and front panel are easily 
cut to take the various 
units. er net 
walnut veneer finish, self- 
supporting lid. Overall 
measurements (approx.) 
33” x 20” x 16’. 


Price £12-12-0 


Other ready -to- assemble 
cabinets from £5.10.0. 


See and hear these and all other 
W.B. lines at our London Office 
(109 Kingsway, W.C.2.) any Saturday 
between 9 a.m. and 12 noon. 


WHITELEY EuVeecTRIcAL 


RADIO" CO. 


lentorian CAMBRIC 


CONE 
HIGH FIDELITY UNITS 


Typical of this world- 
famous range is Model 
H.F.1012, a 10” Die-cast 
unit, incorporating 12,000 
gauss magnet, which sells 
at only £4 17s. 6d. tax 
paid. Handling capacity, 
10 watts. Frequency re- 
sponse, 30 C.p.s.-14,000 
c.p.s. Bass resonance, 
35 c.p.s. This unit, to- 
gether with the 8” and 9” 
models 812 and 912, are 
fitted with universal im- 
pedance speech coil (3, 
7.5 and 15 ohms). 


Prices from 46/6 


STENTORIAN — ones quality of 
PRESSURE TYPE reproduction when used wit 


Stentorian 10” or 12” HiFi units. 
TWEETER UNITS Speech coil of aluminium wire, 

wound on aluminium former 
which is rigidly fixed to an aluminium diaphragm. Speech coil and 
diaphragm situated at the rear of magnet centre pole hollowed out 
to form the commencement of the Horn, in the centre of which 
is the phase equalizer. 


T.10 £4.4.0 T.12) £12.12.0 


A suitable cross-over network at 30/- is available. 


LTD MANSFIELD NOTTS 
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In announcing the new range of E.A.R. Amplifiers, we 
are confident that every possible requirement of the 
High Fidelity enthusiast has been catered for. Each of 
these Units, ranging from 4 to 20 watts, is an outstand- 
ing example of quality and value, made to an exacting 
engineering specification. 


EAR. THREE-NINE-FIVE 
AMPLIFIER A new standard 
in commercial amplifier 
development. Output 20 watts 
at 0.05 % distortion. Based 
on the Mullard 520 circuit. 

Price 45 gns. 


(Detailed specification on 
application.) 


0008. 


ELECTRIC AUDIO PRODUCERS 


E.A.R. SIX-TEN-P AMPLIFIER (above). Price 23 gns. 
With separate pre-amplifier. 


E.A.R. SIX-TEN AMPLIFIER (right). 

With built-in pre-amplifier. 

10 watts rated output, 14 watts maximum. 

Input switching for radio-LP-78-mic. 

For use with low sensitivity magnetic and variable E.A.R. SEVEN-F:FTY AMPLIFIER (left). As used 

reluctance pickups. Price 19 gns. in the E.A.R. A750 Record Reproducer. 

High quality at an exceptionally low price. 

E.A.R. FIVE-TEN AMPLIFIER (not illustrated). Based on Designed to operate from a high quality 

the Mullard circuit and incorporating co-axial input crystal pickup head and will feed either a 

sockets for radio and gramophone. For crystal pickups. 3-ohm or 15-ohm speaker. _ _— 

Price 18 Dimensions : 8} in. by 44 in. by 5} in. high. 

_ Price 9 gns. 


Write for full details of E.A.R. Amplifiers to : 
AMPLIFIER DIVISION : 
ELECTRIC AUDIO REPRODUCERS LTD. 


THE SQUARE . ISLEWORTH MIDDLESEX 
Telephone : HOUnslow 6256-8 Telegrams : Microgram, Put, London Factory : 274 Worton Road, Isleworth, Middlesex 
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These E.A.R. Models were heard and praised by thousands of visitors to the Radio 
Show. Years of specialist experience are behind this new range of equipment—your 
guarantee of unsurpassed performance and exceptional value. Ask your Dealer to 
arrange a demonstration now. 


E.A.R. A750-T (Three Speed) (right). An extended range version of the 
A750 with twin speakers. Another exclusive feature is the automatic 
LP-78 Filter switch to reduce needle scratch on old records. Independent 
Bass and Treble Boost Controls. 

Dimensions : 8 in. by 15 in. by 16 in. Price 33 gns. 
A750 (less treble speaker and scratch filter). The portable with a world- 
wide reputation for high fidelity performance. Price 30 gns. 


The A750-T and Armchair 
Consolette have the same 
technical specification. 


E.A.R. ARMCHAIR CONSOLETTE (left). E.A.R. CONCERT REPRODUCER 
(Three Speed). Housed in handsome (not illustrated). A superb 
walnut table type cabinet and mounted on High Fidelity instrument in a 
a specially designed stand for convenient beautifully styled acoustically 
armchair level operation. = “oo — or yng 
Dimensions : 8 in. by 15 in. by 17} in. er ee eee 
Height with stand 234 in. Treble cy “Price 48 ~ 
Price 37 gns. Stand 24 gns. extra. ai 
Voted the neatest Cabinet Transcription Model 56 gns. 
Record Reproducer at this 
year’s Radio Show. 


TUULULUUUEANOAUEUD QDUULAUOOONAAAUSONAUEOUOUAAUOAAAUAUEAAAINOIIE FAVANUADOUUAAUOADAUANUOEAOUEUOUOTONOUOOAUOUE GUTUOEDOUEOOEAETETAOTEEU TOOT UTU ETE je VUTTTA DTU TUE UTETNT 


The 
E.A.R. Bantams 


21 gns. 16 gns. 
Auto Non-Auto 


Ample volume. Play with lid 
closed. Collaro 3-speed mixer 
changer, or motor. Studio 
E.A.R. MASCOT (left). The ideal turnover head. 
“ second”? gramophone. Compact 
and light enough to be carried any- 
where. 
Dimensions : 12 in. by 10 in. by 5 in. ' 
Weight: 71b. Price 12 gns. 


Made for you by Gramophone Specialists 
ELECTRIC AUDIO REPRODUCERS LTD. 


THE SQUARE : ISLEWORTH MIDDLESEX 
Telephone : HOUnslow 6256-8 Telegrams : Microgram, Put, London Factory : 274 Worton Road, Isleworth, Middlesex 


All prices include tax where applicable. 
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Bring your records 
to 


Quite suddenly a minor miracle takes 
place, and you are sitting in the same 
room as the artists themselves. Such 
is the astounding realism of records 
played on the PYE BLACK BOX. 
Every sound is brought thrillingly to 
life with all the beauty and atmos- 
phere of an original musical perform- 
ance. But the real test of the quality 
of this superb instrument rests with 
you. Take a favourite record along to 
your PYE Dealer’s . . . and hear the 
difference. 

The PYE HI FI BLACK BOX plays 
all speeds of records and changes 
them automatically. It is housed in 
a beautifully designed cabinet finished 
in mahogany. 


PRICE 39 Gns. TAx PAID 


on the 


BLAGK BOX 





- a The new magazine giving you the latest High Fidelity news is available 
Z L NEWS FREE ON REQUEST 


Write to PYE LIMITED, BOX 49, CAMBRIDGE 





Pye Corporation Pye-Canada Ltd., Pye (ireland) Ltd., Pye Radio & Television 
of America, Ajax, Dublin, (Pty.) Ltd., 

270, Park Avenue, Canada. Eire. Johannesburg, 
New York. South Africa. 


Pye (New Zealand) Ltd., Pye Pty. Ltd., Pye Limited, Pye Limited, 
Auckland C.I., Melbourne, Mexico Tucuman 829, 
New Zealand. Australia. City. Buenos Aires. 


PYE LIMITED O F CAMBRIDGE 
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CONTINENTAL RECORDS 


By LILIAN DUFF 


I don’t often have occasion to visit a gramo- 
phone shop in England, but this being the 
reason when the flow of new Continental 
records dries up, and others are being deleted 
from the lists, I thought it might be interesting 
to see what was still available. The things I 
specially looked for, of course, were those 
asked for most often by correspondents. 

First, Catherine Sauvage singing La Fille 
de Londres. This, as many know, is a romantic 
and oddly surrealist anecdote about Thomas 
Burke’s Limehouse, complete with mysterious 
Chinese, rats and a bloodstained knife, set to a 
superbly vigorous pianola-like accompaniment. 
The author is the well-known Parisian poet, 
Leo Ferré, who also wrote that vivid word 
picture, Paris Canaille. Catherine Sauvage, I 
think, is at her best in these strange harsh 
songs of the street and honkytonk, but she can 
be effective, too, in something more senti- 
mental, like La Complainte des Infidélcs. This 
exciting trio, with others, can be had on 
Phitips LP BBR8013 

There is also a good selection of Patachou’s 
successes on Philips LP BBR8o017. It includes 
(just to name my own favourites) Rue Lepic, so 
evocative of a quartier vibrating with slightly 
disreputable life; Le Piano du Pauvre, not 
inferior to La Fille de Londres in the originality 
of the words and vigour of the setting ; Afon 
Homme, a good old blues number ; and the 
lighthearted Jambes Roses, pointing the moral 
(if it is a moral) that to men all over the world 
a pair of pretty legs are as good as a tonic. 

Admirers of Juliette Greco who haven’t 
yet acquired her earlier successes will find them 
collected on Philips LP BBR8023. They 
include several pieces by Jacques Prevert, 
together with Sous le Ciel de Paris and Je Hais 
les Dimanches. 

For a good mixed bag I recommend H.M.V.’s 
long-playing DLP1076. The title piece is that 
old favourite, Paris, tu n’as pas changé, sung by 
Jean Sablon. Gilbert Bécaud is at his best 
in Mequé, Mequé, with its gay West Indian 


rhythm. Suzy Delair, though I still think her 
piquancy and verve are best displayed in things 
like Avec son tra-la-la, is charmingly represented 
by a sentimental trifle, Tu ne peux pas te figurer. 
Yvette Giraud’s velvety contralto makes the 
most of Cerisier Rose et Pommier Blanc. Familiar 
as the English version is, I still find the original 
worth listening to. I can never work up much 
enthusiasm for Luis Mariano’s nasal tenor, 
but a great many others can, and they should 
be happy with L’ Amour est un Bouquet de Violeties, 
from his film, ‘‘ Imperial Violettes ” 


I was glancing through the catalogue on one 
counter, and noting with satisfaction a good 
selection of Yves Montand, when a young 
Hindu dumped down a pile of records with the 
verdict, ‘“‘I can’t stand that man’s voice!” 
His rejects, I observed, were all by Montand. 
Another hearing, however, only strengthened 
my own affection for old hits like Le Galérien 
(Parlo. DPF52), Le Musicien (Parlo. DPF68) 
and Toi, tu ne Ressembles a Personne (Parlo. 
DPF70). 

One of the most effective Italian songs of the 
past year or so, that haunting lament of an 
exile for his native land, Terra Straniera, may be 
heard in two versions—H.M.V.’s DA2o69, by 
Gigli, and H.M.V.’s JOM72, by Luciano 
Virgili. Those who haven’t already heard it 
may also like to try the rather imaginative 
little lullaby, Ninna Nanna del Cavallino (Parlo. 
DPQ75), composed and sung by that extremely 
talented music-hall comedian who played 
the star part in “The Overcoat’’, Renato 
Rascel. 

Finally, if you find it as hard as I do to resist 
the familiar Viennese mixture of sentiment, 
gaiety and charm, you'll get good value from a 
long-playing record by Erich Kunz (Col. 
33C1032). It includes Wiener Fiakerlied, Es 
Steht ein Alter Nussbaum and Mein Mutter war 
Wienerin. Not great music, I grant you, but 
how agreeably it conjures up a vision of an 
enchanted city and a way of life that is gone. 





COLUMBIA, PARLOPHONE 
AND MGM. DELETIONS 1956 


Compiled by F. F. CLOUGH and G. J. CUMING 


We now complete the lists of which the 
H.M.V. section was published last month. 
Again, all records mentioned cease to be avail- 
able from the factory after January 31st, 1956. 

We have little to add to our remarks of last 
month, though there is even less of substance 
among the present lists ; there are, however, a 
few more obvious last chances which those 
collectors who are interested would do well to 
secure. Several of these are reprieves from 
former deletions lists, and they probably will 
now finally disappear: the Muzio records and 
the Josef Schmidt records are in this class, and 
they have been assured of a keen following for 
many years. Among the rest, note the Cherubini 
item, the remnants of the Parlophone Cetra 
series, the Villa-Lobos Bachianas, and the 
Nielsen, There are a few discs listed for cabaret 
fans also. 


The following abbreviations are used : 
NYPSO New York PhilharmonicSymphony Orchestra 
LSO London Symphony Orchestra 
PhO Philharmonia Orchestra 
9 Auto couplings also being deleted 
t Auto couplings only 


J. Schmidt 


D. Matthews 
British Sym.—Wood 


ADAM 
DPW4i—Postillon de Longjumeau, Aria. 

BACH 
ee czomnae Fantasia & F., etc. 


X475—Suite 3 : Air, etc. 
BEETHOV EN 
+SW8149/50—6 Minuets. 
BIZET 
LX1080—Agnus Dei. 
SCBI11—Carmen : Habanera. 
BORODIN 
DX1879—In the steppes of Central Asia. PhO 
BRAHMS 
+D X8405/6—Academic Fest. Overture. PhO 
LB1I3S—intermezzi, Op. 119-1 & 3. W. Gieseking 
E11512—Intermezzi, Op. 117-1 & 2. G. Scherzer 
LBI18—Da unten im Tale. E. Schwarzkopf 
CHERUBINI 
R20618—Pater Noster. 
CHOPIN 
LX1028—Mazurkas 17 & 32. 
DX1859—Scherzo No. |. 
*L.X994/6—Sonata, B minor, Op. 58. 
DEBUSSY 
LC27, 29—Preludes. 
DELIBES 
LX940—Lakme : 
ELGAR 
R3804—Speak, music ! 
FLOTOW 
DP311—Alessandro Stradella : 


London Baroque Or.—Haas 


L. Infantino, tenor 
E. Stignani, mezzo 


J. Pougnet, Baroque Orch. 


W. Malcuzynski 
L. Kentner 
D. Lipatti 


W. Gieseking 
Bell Song. L. Pons 
K. Joyce, contralto 


Prayer. J. Schmidt 
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GABRIELI, G. 
DX1863— Jubilate Deo. 


R20620—Coronation Anthem : Let thy hand. 
LISZT 

LB68—Petrarch Sonnet 104. 
MASSENET 

DP31i—Le Cid : Prayer. 
MENDELSSOHN 

DX1880—4 Songs without words. 
MOUSSORGSKY 

DX1862—Khovanshchina : 
MOZART 

DX1872—Divertimento, K.282. Danish Radio Ens. 

LX1249—Entfuhrung : Welcher Kummer, etc. 
ees | 


Danish Radio Choir 
Idem 
D. Lipatti 


J. Schmidt, tenor 


I. Loveridge 


Dance. PhO—Schuechter 


DX8465—Nozze di Figaro Overture. 
LBI18—Der Zauberer. 
NIELSEN 
+D X8401/2—Suite for Strings, Op. |. 
PIZZINI 


DPX46—Sym. D minor : 


PROKOFIEV 
DX1860—March, Op. 99. 

PUCCINI 
LC3i—Boheme : Donde lieta usci. 
DPW62—Fanciulla del West : arias. 
DP25—Tosca : Recondita.. ./E lucevan... 
RO30007—/dem. 

RAVEL 

R3615—Gaspard : Le Gibet. 
El —e: Scarbo. 

ROSSIN 
R30051--Barbiere : 
LC38—La Danza. 

SAINT SAENS 
R20598—Danse macabre. 

Daa kote e & Rondo capriccioso. 

SCARLATTI, D. 

UB IS4 Sorates, L.23, 422. L. Selbiger (harpsichord) 
LB136—Sonatas, L.275, 413. W. Gieseking (piano) 

SCHUBERT 
R3717—Deutsche Tanze. 

SCHUMANN 
DX1867—Adagio & Allegro, Op. 70. 
LBI22—Auftrage/Nussbaum. 

SHOSTAKOVITCH 

X1860—Age of Gold : Polka. 

STRAUSS, Joh. 

DP X45—Rosen aus dem Suden. 

TCHAIKOVSKY 
DX1894—Marche slave. 


E. Schwarzkopf 
Danish Radio 


Scherzo. EIAR Orchestra 


NYPSO—Kurtz 


C. Muzio 
J. Schmidt 
Idem 

G. Poggi 


G. Scherzer 
G. Scherzer 


G. Neri 
R. Tucker 


La Calunnia. 


French Nat. Orch. 
Campoli 


G. Scherzer (piano) 


D. Brain (horn) 
E. Schwarzkopf 


NYPSO—Kurtz 
Berlin State Orch. 
LSO—Weldon 


THOMAS 
SCBIII—Mignon : Non conosci... 
VAUGHAN WILLIAMS 
E1IStI—Silent Noon. 
VERDI 
RO30006—Macbeth/Nabucco arias. 
LCOX149/50—Otello Duets. 
LX1080—Requiem : Ingemisco. 
R30051—S. Boccanegra : II lacerato spirito. 
LC3!—tTrovatore : Tacea la notte. 
VILLA LOBOS 
LX 1439—Bachianas Brasileiras, No. 5. B. Sayao 
PXO1073—Study No. |. A. Carlevaro (guitar) 
WAGNER 


DX1887—Meistersinger Prel. 
LX557—I/Idem. 


E. Stignani 
K. Joyce (contralto) 


G. Malaspina 

C. Muzio, F. Merli 
L. Infantino 
G. Neri 

C. Muzio 


Westminster Sym. 
LPO—Beecham 


MISCELLANEOUS 

Eddy, N. : DBI977, 2408 ; DC434. 

Grey, M.: LCXI5 1/3. 

Joyce, K. : R3804 ; E11508, IISI1. 

Infantino, bs : LXI 080. 

Locke, J. : DB3290. 

McEachern, M. : DC493. 

Muzio, C. : eo LCX149/50. 

Pons, L. : LX940 

Schwarzkopf, E. : LBII8, 122 ; LX1249. 
Schmidt, J. : DP25, 182, 187, 311; DPW4I, 62. 
Silveri, P. : LB138. 

Tauber, R. : RO20345. 

Dietrich, Marlene : DC60!, 617 

Ives, Burl : DB2555 ; DCAsi, 507, 535, 619. 
Rossi, T..3 vy 99, 104, | 

Sablon, Jean: BI670. 

Trenet, C.: Geral 79, 101, 106. 
_ Rawicz & Landauer : : DB2032, 2160, 3249. 
Segovia, A. : LB130. 

Lescenco, P. : : DC300. 
Celebrity Quartet : DB2359. 
Vienna Boys’ Choir : DC315. 
Cossack Choirs : DC3i ; DW445! 
aT — Dances : DB2253 ; "R3576, 3588, 3623, 
Scots Singers & Dances : F3447, Log” * > R3765. 
Queens Hall Light Orch. : DB2436, 

Kostelanetz Orch. : DB2103 ; OxI76, 600, 1878 ; 

MC3401, 3414 

Orchestre Raymonde : DB/868. 
Orchestra Mascotte : F1575. 

A. Sandler Orch. : DX956. 

H. Davidson Orch.: DX1644/5, 

1884, 1888 ; SCD2015/6, 2018. 

C. Williams Orch. : DX1868. 


1663, 1712, 1871, 


45 r.p.m. Deletions (various) : 

SCM : 5065/6, 5068, 5072/3, ye = 

MSP : 6008, 6019, 6032, 6037, 6041, 6046, 2, 

MGM-SP : » 1047, 1050/1, 1054, 1057/9, 106 
1063, 1065 
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*Henry Allen and his Orchestra 
****Swing Out (Higginbotham, Allen) (d); Feeling 
Drowsy (Allen) (c); Biffly Blues (Allen) (a) 
It Should Be You (Allen) (6) 
(H.M.V. EP 7EG8112—9s. 34d.) 


(a) (Am. Victor BVE55133), (6) (do. 55134)—Actually 
Luis Russell Orch. : Russell (pno) ; Albert Nicholas 
(cit); Charlie Holmes (alto) ; Alien (tpt); J. C. 
Higginbotham (tmb); Will Johnson (gtr); George 
**Pops’’ Foster (bass); Paul Barbarin (drs). 
16/7/1929. U.S. 

(c) (do. BVE53929), (d) (do. BVE53930)—Personnel 
as for (a), plus Teddy Hill (tnr). 17/7/1929. U.S.A. 

Previous issues (deleted): (6) H.M.V. B6487, (c) and 
(d) do. B4970. 


This is Harlem jazz at its finest, except perhaps 
for the rather too pyrotechnic trumpet of Henry 
Allen himself in Swing Out and It Should Be You 
(another version of Tiger Rag). But if you have 
never heard the blues, slightly elaborated, but 
losing none of its charm in the process, listen to 
Biffly Blues—it’s a real delight, f.om the opening 
vibraphone to the last note. Everyone solos 
except Russell. Even Johnson’s guitar, rarely 
heard alone, gets a delicious solo spot. Nicholas 
remembers all his New Orleans training, and 
Higgy wa-wa’s behind and around him in a 
tasteful way that few others ever approached. 
No collection is complete without at least one 
Allen coupling, and here you have four of the 
very best. O.K. 


xLouis Armstrong 

****West knd Blues (Oliver) (c); Weather Bird 
Oliver) (¢); Muggles (Armstrong, ae (f); 
kip The Gutter ‘ig eal (a); uces 
(Lil Armstrong) (d); Don't Jive Me (Arm- 
strong) (6); I Can’t Give You ——e But 
Love (Fields, McHugh) (V) (g); Body And 
Soul (Heyman, Sour, Green) (Vy (k); Stardust 
(Carmichael, Parish) (V) (/); If I Could 
With You (Creamer, Johnson) (V) (7); Ion 
wee (Neiburg, Dougherty, Reynolds) 
(V) (4); I’m A Ding Dong Daddy (Baxter) 
(V) (A). (All v’s by Louis Armstrong) 

(12 in. Philips LP BBL7046—32s. 43d.) 


(a) (Am. OKeh400961a)—Hot Five: Armstrong 
(tpt); Jimmy Strong (cli, tnr); Fred Robinson 
(tmb); Earl Hines (pno); Mancy Cara (bjo); Zutty 
Singleton (drs). 27/6/1928. Chicago. 

gee (c) (do. 400967b). 
rit 28. Chicago 
(do. 400973b)—Personnel as for (a). 


Personnel as 
29/6/1928. 
Chicago. 


(e) (do. 4021992)—Armstrong (tpt); Hines (pmo). 
5/12/1928. Chicago. 

(f) (do. 402200b)—Personnel as for (a). 7/12/1928. 
Chicago. 

(g) (do. 401690)—Armstrong Orchestra: Arm- 
strong (pt); Charlie Holmes, Albert Nicholas 
(altos) ; Teddy Hill (tur); J.C. Higginbotham (mb) ; 
Luis Russell (pno); Eddie Condon (bjo); Lonnie 
Johnson (gir); Pops Foster (bass); Paul Barbarin 
(drs). 5/3/1929. New York. 

(kh) (do. 404403a)—New Sebastian Cotton Club 
Orchestra : eee | (tpt); Marshall Royal (cit, 
alto); Les Hite (alto) ranz Jackson (tnr) ; George 
Orendorf (tpt) ; Lawrence Brown (tmb); Jimmie 
Prince (pno) ; Ceele Burke (gir); Bill Bailey (bass) ; 
Lionel Hampton (drs, vib). 21/7/1930. Los Angeles. 

(é) (do. 404405a), (7) (do. 404406a)—Personnel as for 
(h). 19/8/1930. Los Angeles. 

(k) (do. 404411d)—Personnel as for (h), except add 
Leon Herford (alto); Sonny Craven (tmb) replaces 
Brown. 9/10/1930. Los Angeles. 

(1) (do. pag A iy cere Orchestra: Arm- 
strong (tpt); Lester Boone, George James (altos) ; 
Albert Washington (nr); Zilmer Randolph (tpt) ; 
Preston Jackson (tmb) ; arlie Alexander (pno) ; 
Mike McKendrick (bjo); John Lindsey (bass); 
Tubby Hall (drs). 4/11/1931. Chicago. 

Previous issues (¢ deleted) ; (a) Parlophone R2438t ; 
(c) do. R448, with Freeze An’ Melt (Eddie Lang Orch.) ; 

) 4 oe (f) do. R840 ; § 
h R796t ; (i) do. ROOSF; (i) d 
(e) do. “Risser a) do. R1591, with Tighi 
Like This. 


Yet a further selection of the Armstrong OKeh 
recordings of 1928-1931 which either are or 
have been available on Parlophone, and older 
collectors will know them well. 

For the newcomers, let me say that the Hot 
Five of 1928 with Hines, Strong and the rest 
reflect a weaning away from the New Orleans 
concept ofthe earlier Hot Five with Dodds and 
Ory, and point the way Armstrong was going,and 
had reached by the time he had made the latest 
of this set. He was becoming a virtuoso trumpet 
player, accompa nied, assisted (and occasionally 
impeded) by his supporting group. (Hawaiian 
guitars on some of the big band sides of the 1930 
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era do not help in the creation of jazz!) Per- 
sonally, I find these sides, like Skip The Gutter, 
Muggles and West End Blues, more interesting 
than the more trivial commercial numbers of 
the Los Angeles period ; but that is because 
they are in the jazz idiom throughout, instead 
of here and there, and not because the later, 
big-band recordings are badly played. O.K. 


Count Basie and his Orchestra 
***New Basie Blues (Basie) (a) 
***Sure Thing (Hefti) (5) 

(Columbia-Clef LB10003—6s.) 

(a) (Am. Clef C665), (>) e. eager py (pno) ; 
Mars! yal, Ernes altos); Floyd 
Johnson, Paul Guinichette po ay *ouartic Fowlkes 
(bar); Wendell Culley, Joe Newman, Paul N= amy 
Charlie Shavers (tpts); Henry ‘* Hank *’ Coker, 
Benny Powell, Jim Wilkins (tmbs) ; Freddie Green 
(gr) 5 Ed. Jones (bass); Gus Johnson (drs). 1/1/1952. 


i issue: Oriole CB1123. 


*Count Basie and his Orchestra 
“* Basie Dance Session ° 
— Life (Johnny Mandell) (g) ; Basie Goes 
Wess (Wess) (c); Softly With Feeling (Hefti) 
(6); Peace Pipe (Wilkins) (2); Blues, Go 
Away (Wilkins) (g) ; Cherry Point (Hefti) (d) ; 
a. (Hefti) (g); Right On (Green) (e) ; 
The Blues Done Come Back (Wilkins) (f) ; 
Plymouth Rock (Hefti) (g) 
(12 in. Columbia- Cie LP 33CX10007—36s. 53d.) 


(a) (Am. Clef C1403), (0) i C1405), (<) (do. C1406), 
(a) (do. C1407), (e) (do. C1408), (f) (do. C1410)—Basie 
(pno, organ in (b) ); Royal, Wilkins (altos); Frank 
Foster, Frank Wess (tnrs); Fowlkes (bar); Culley, 

Renald Jones, Joe Newman, Joe Wilder (tpts) ; 
seers Chambers, Coker, Benny Powell (¢mbs) ; 
= - gee Va Jones (bass) ; Johnson (drs). December, 

5: 3 


(g) (do., numbers gs Ty anal same personnel. 
Probably circa same date. U.S.A 

These records introduce the fabulous Norman 
Granz “Clef” and “ Norgran”’ jazz cata- 
logues, which, as announced last month, 
Columbia have acquired for release here. 

Columbia have certainly given them a great 
send off. They have listed for initial issue no 
fewer than four 10 in. 78s, six EPs, two 10 in. 
LPs and eight 12 in. LPs. All were due on sale 
September 2nd last, but only a few were ready 
by then. Indeed, many have not even yet 
reached me and will have to wait for review 
until next month. 

Before saying more about these first of those 
which have arrived, there are one or two things 
I should point out that will apply to all of them. 





ABBREVIATIONS 


Acc .. accompaniment pno 
alto .. alto saxophone tnr 
arr .. arranger tpt 
bar .. baritonesaxophone tmb .. 
bass .. string-bass Bee es 
bjo .. banjo +. vocal refrain 
Cc -. coloured artiste(s) vib . vibraphone 
clt .. clarinet voc .. vocalist 

drs .. drums vuln ° violin 

gtr .. guitar xyl xylophone 


%* indicates microgroove record. 334 LPs and 45 EPs 
are distinguished by the letters LP before the catalogue 
number for the former, EP for the latter. 


Asterisks (maximum five) indicate mainly the re- 
viewers’ opinion of each record as compared with all 
others mentioned, but take into account also how a per- 
formance compares with the general standard achieved 
by the artiste(s) in previously released recordings. 

When known, the date and place of recording, and if 


considered necessary also nationality or race of artiste (s), 
are given following the master ber or p 


+.» Piano 

. tenor saxophone 
trumpet 
trombone 
traditional 





Discographical details are presenting problems. 
Mr. Granz has not supplied personnels for all 
of the records, and even those he has provided 
are not always complete. As regards recording 
dates, he seems to look on these as skeletons in 
the cupboard which should not be revealed. 
Likewise master numbers. Numbers on the 
labels (usually preceded by letters such as 
MGN) which look as though they might be 
master numbers, are in fact nothing more 
informative than the U.S. catalogue numbers. 
So I have had to do my best to unearth these 
details from other sources. I have not always 
been successful, but where I have the information 
is given as usual following the title details. 


Now for these first Clef records to grace these 
columns. 


The 78 disc has had a previous existence here. 
It was first put out in America on Mercury, 
which label handled all Norman Granz’s 
recording before he instituted his own Clef and 
Norgran labels. Concessionnaires over here for 
American Mercury are the Levy brothers’ 
Oriole Company, and they released it (on 
Oriole CB1123) before anybody realised that 
the Norman Granz section of the American 
Mercury catalogue was not available to them. 

The record was reviewed in these columns in 
December, 1952. But in case you have forgotten 
that, here is a brief resume. Both sides are blues, 
respectively i in slow and fast tempo. Except that 
the riff which constitutes the main part of Sure 
Thing is built of semiquavers accentuated in 
the bop manner, as regards both arrangements 
and performances both it and the New Basie 
Blues might well have been recorded by a Basie 
group of the 1940’s, and both swing just as 
lustily. The Count’s piano, as economical yet 
subtle as ever, is most prominently featured in 
his New Blues. Featured on the other side are 
Joe Newman and Paul Quinchette, and both 
give good accounts of themselves. 


But it is the LP that I would advise you to 
make for. Don’t be put off by that fact that it 
is a “Basie Dance Session’’. It certainly makes 
good music for dancing (at any rate for those 
whose idea of dancing is rhythmically a jump 
ahead of the slow-slow-quick-slow pedants)— 
and not only because the tempi of the various 
items never reach the too fast or too slow. But 
there is more to it than that. It gives us our 
best and (I think I am right in saying) first 
opportunity of hearing, almost exactly as it is 
constituted to-day, what has rightly been hailed 
as the finest big band in America. Never has 
there been such a relaxed, yet such a well- 
integrated, such a comparatively simple-styled, 
yet such a swinging and (when the occasion 


‘calls for it) hard punching and fresh sounding 


ensemble. And the soloists are all excellent. 
Mr. Basie certainly knows how to pick his men. 
In fact the only thing that prevented this from 
being a five star disc with me is that too many 
of the tunes tend to get too near the Basie blues 
pattern of his earlier years that to these ears is a 
little tedious, no matter how excellent the 
playing may be. 

Naturally the main credit for having kept in 
the forefront for so long goes to the Count 
himself. But I think he would be first to agree 
that a tribute should be paid also to his concert 
master, Marshall Royal. E.J. 








